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Foreword 


Krsna consciousness is integrally related with music. In the spiritual sky every word is 
music, therefore, thebest means to attain the spiritual sky is through music ~ sarikTrtana. 
When Srila Prabhupada started the Hare Krsna movement in America, what attracted people 
most was his music; therefore it is very important for the devotees of ISKCON to learn how 
to sing and play music properly. 

Music not only helps one go within oneself, it also has a sublime effect on the listeners 
When the holy name of the Lord is sung with a melodious tune, even a brute is transformed 
into a saint. Music has the power to literally melt a rock or make a mountain fly. 

I am sure this book by Ramanujacharya Prabhu will help the devotees of ISKCON get 
the much needed guidance for entering into the world of music. This book has been 
specifically designed for the devotees of ISKCON. I am confident that the devotees will find 
this book very useful and a good help in understanding the basics of Indian music. 

Ramanujacharya Prabhu has studied Indian classical music with dedicated enthusiasm 
and is undoubtedly the right person to write this book. I am sure that the devotees who are 
interested in learning music will be thankful to him for this service which he has rendered for 
the pleasure of Srila Prabhupada. 

Bhakti Charu Swami 
ISKCON Guru, GBC 
and Minister of Culture 


Preface 


This book is especially meant for the members of the International Society for Krishna 
Consciousness. Its purpose is to teach them how to sing and play the harmonium according to 
what has come to be known as the North Indian or Hindustani system of music In India there 
are two mam systems of classical music, the Kamatic or South Indian system and the 
Hindustani or North Indian system The three main places of pilgrimage for the Gaudiya 
Vaisnavas, Vrndavan, Mayapur and Jagannath Puri, are all located in areas where the North 

w h TT I s f0 '! 0W 1 J More im P ortantI y ‘hough, our acaryas used this system of music 
We shall therefore learn Indian music according to this system. 

The harmonium is not originally an Indian instrument. Indeed, it was invented in 1840 
by one Alexandre Debain of Paris. When the British were ruling India, they brought their 
musical instruments with them, one of which was the harmonium. While fading out of use in 
the Western countries, the harmonium has become increasingly popular all over India 
primarily as an accompanying instrument for devotional singing. Although not originally a 
edic instrument, its acceptability was demonstrated by our spiritual master, <5rila 
Prabhupada, who played it on many occasions while singing in pure devotion 

Sometimes devotees, especially from Western backgrounds, find it difficult to relate to 
and understand the music of His Divine Grace in particular and Indian music in general To a 
arge degree this.sdue to their past exposure to Western music and their lack of exposure to 
Indian music. While the two systems of music have many things in common, there are 
differences as well Western music is based upon such concepts as harmony, modulation and 
counterpoint which are not found in Vedic music. On the other hand, Indian music is based 
upon the concept of raga, the melodic basis of the classical tradition. When properly 
understood and appreciated the ragas create an emotional impact upon the listener which is 
different from that effected by Western music The rhythms used and the emphasis in the 
book™ arC 3 S ° d ' fferent ThCSe 3nd ° ther conce P ts will be introduced and developed in this 

I he idea in presenting this book is to use the mantras, prayers and devotional songs, and 
their melodies which are, for the most part, familiar to the members of ISKCON In this way 
the learning of the harmonium, singing and the art of music will be most relevant and useful It 
is hoped that the Vaisnavas will be pleased with this humble effort of ours to present a method 
tor learning our traditional system of music. Hare Krsna. 

Ramanujacharya Dasa 


July, 1995 

SrT SrT Radha Radiums,na Mandir 
Durban, South Africa 
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THE TALS (RHYTHM CYCLES) 

•he ^ *- * countin* 

called “ >n ‘ ainS ‘ 1"*^ of bea.s 

correspond to diflerenVkinds o/ZL on ZZZ M Ms The b ° h 

pakhawaj, dholak etc ) percussion instruments ( mrdcmga , labia, 

are called kha/Fs. Tati means "a clan" „ n H Lh~i- d he unstressed (empty) beats 

indicated by Capping hSTThei IT'rr™ ^ " T ° keep time ’ ,he beats «e 
upon the left palm, and the kha/Fs by wavesSthfhlld'The hT" 8 W ' ,h th ® right hand 

SSSSSSSigpS: 

numerals 2, 3 etc, and the khalFs are indicated by the symbol "O." ^ by ,he 

lines f th e notatbn^heAAa/^f^are separat^by^ertical ^ 

matras (beats), indicated by numerals On »Hp thirH r d °' ? H nd Ine are shown the 

theka, ,hi rhythmic pa.telsZtica e h e “ !TZ 7"^ “ ' VhiCh mal “ “ P ,he 
variety of thekds. It is not necessarStom Z L l- * l * ™ y be P ' ayed with a 
know.) On the forth line are shown^i^ . ' / “ thlS P °' nt > but ,he y are ™e to 

used to indicate the various matras of the /S’ ^ ° ^ ha " d ’ fingerS ,apped which are 

—ts. Th ,s 
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Kehenva tal or Kahanva tal ('eight matras) 


X 




0 




1 

2 

3 

4 

5 

6 

7 

8 

Dha 

Ge 

Mi¬ 

Ti 

Na 

Ka 

Dhin 

Nd 

clap 

little 

ring 

middle 

wave 

little 

ring 

middle 


finger 

finger 

finger 


finger 

finger 

finger 

Tintal or Trital (sixteen matras) 





X 




2 




1 

2 

3 

4 

5 

6 

7 

8 

Dha 

Dhin 

Dhin 

Dha 

Dha 

Dhin 

Dhin 

Dha 

clap 

little 

r* 

ring 

middle 

clap 

little 

ring 

middle 


ringer 

finger 

finger 


finger 

finger 

finger 

0 
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9 

10 

11 

12 

13 

14 

15 

16 

Dha 

Tin 

Tin 

Td 

Td 

Dhin 

Dhin 

Dha 

wave 

little 

ring 

middle 

clap 

little 

ring 

middle 


finger 

finger 

finger 


finger 

finger 

finger 

Dadra tal (six matras) 







X 



0 





1 

2 

3 

4 

5 

6 



Dha 

Dhin 

Nd 

Dha 

Tin 

Nd 



clap 

little 

ring 

wave 

little 

ring 




finger 

finger 


finger 

O 

finger 



The common kartSl rhythm is shown as follows in kehenva tal. 



X 




O 




1 

2 

3 

4 

5 

6 

7 

8 

Ching 

— 

Chi 

Chi 

Ching 

— 

Chi 

Chi 

This sign 

indicates either an extension of the previous matra or a rest. 
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description and playing of the harmonium 

2S “ T TT S from * - <■« 

hand While simultaneously pumping to air through S a ^°t Wl,h ,he f,n ^ ers ofonc 
hand. Its ranee is from «hree oc aves (3 tysUot '*! u ,he other 

sets of reeds may be of three reg,s«ers ia S s m ,e an ^eml T u T^ ^ Thc 

fitted with extra reeds for drone notes which are called ^ On the^ZoTthT" f° * 
are various knobs. Generally the laroe v„„ko . i i , ,ne tront of ,he instrument 

control the drones or S 8 $ COntr °' ,he SC,S ° f rceds and the small knobs 

While using the harmonium please remember 

»’ £ s s or ,hc kw - - — • - 

Either of these praetices may damage the joints, seals and reeds of the instrument 

THELAYOUT OF THE KEYBOARD AND THE NAMES OF THE KEYS 


luyjjyjyuuM 



low octave 
(mandra sap lak) 


middle octave 
(madhya saptak) 


high octave 
(tdr saptak) 


Octave ( saptak) is defined as follows: 

1. a note seven degrees above or below another. 

2. the interval between a note and its octave. 

3. a series of notes filling this interval. 

According to the Indian system the keys are named as follows: 


ultrahigh octave 
(ati tar saptak) 



black key!^ 0 ^^ > or the first 

of the T^thl Western a" names 

we will not be using this system in this course. C Append,x B - althou S h 
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THE SEVEN SVVARAS 


In North Indian musical theory seven notes ( swaras) are recognised. The names of these are 
Sodjo, Rsabh. GUndhar, Madhyam, Pancam, Dhaivat and Nisad, or in the commonly used 
abbreviated forms: Sa, Re, Ga, Ma, Pa, Dha and Ni. These notes are referred to in the 
SrTmad Bhagavatam injhe following places: 1.6.32, 3.12.47 and 6.5.22. There in the verses 
and purports of the Bhagavatam it is stated that these seven musical notes come from the 
Sama Veda, that they are originally called Sabda-brahma or spiritual sound, and that they 
are transcendental and arc specifically meant for transcendental songs. It is also described 
that during the creation Lord Brahma’s sensual activities became manifested as these seven 
notes of music. 

The Indian nomenclature is comparable to that of Western tonic-solfa (Do, Re, Mi, Fa, Sol, 
La and Ti). There is no absolute or fixed pitch attached to the notes, and the ground-note 
(the note which serves as the point of reference of the scale) is called Sa, irrespective of its 
pitch. In other words, Sa may be established on any one of the seven white or five black keys 
of the harmonium's octave. 

Of these seven notes, Sa and Pa (the first and fifth notes) arc "immovable notes" ( acal 
swaras)- they have no Bat or sharp positions, and Pa is always a perfect fifth above the Sa. 
The remaining five notes are "movable notes" ( cal swaras). These each have two possible 
positions, a semitone (one key on the harmonium) apart. One of these is called suddh (pure) 
which is comparable to the "natural" of the West. In the Suddh scale composed of Sa, Pa and 
the five movable notes in their Suddh position, the distribution of tones and semitones 
corresponds to that of the Western major scale. 

When the movable notes are not in the suddh position, they are called vikrl— altered. The 
vikri notes will be described later on. 

There are three registers (sthans or saplaks) which are generally recognised, each 
extending from Sa to the Ni above: middle ( madhya ); high (tar) and low (mandra). These 
are determined according to the position of Sa which may vary in pitch, and do not 
correspond to the three octaves of the harmonium keyboard, unless, of course, Sa is 
established on key Wl. 


THE VARIOUS POSITIONS OF SA 


JfZ .a S, h“r iti0n '' "?I s » th * °f Sa, the starting note of the 

white keys and five black keys 0 " uTthfc ^ "?** ° f the octave - consisting of seven 

positions bi B2 B3 a„S w, wl otT” ”1 °"'f be using the following four 

one Diagrams of the Suddh ( ’• Wl bc s,u dying each of these four positions one by 
respective fiTotri •* (maj ? r) Scalc cach of ,hcsc four Positions along with the 

Appendix*C^n the ITm" -t'™ ? ar,S Sh ° wi " 8 3,1 ,Welvc P^se see 

third fingers respectively Also Sa Re^Ga Ma ’p^Dh 2 “/i?" ^ ^ SCCOnd and 
R, G, M P D and N Arfm -u ’.*»■ ^ ’ P ’ ° ha and Nl have becn shorten ed to S, 

high SV' ’ d N ' d b C the S ,nd,cat,n 8 Sa denotes the Sa in the high register or 
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ADVICE FOR SINGERS 


■»*“ «W*-I chanting with 

attractive as the congregational chantinc of Way ’ b “‘ their chan,in g cannot be as 

principles governing visnava behavio^his honV? 0 .' 665 n* St ' cks Strictly to ,he 
singing and chanting of the holy names of the nat y rally be attractive, and his 

such kTrtana without hesitation^ W ** effectlve - Peo P ,e wil1 appreciate 

—SnCaitanya-caritamrta, Madhya-tila, Ch. 11, Text 95, Purport 

=SEESS 

devotees.’ " ^ 8, ° rifiCa,i ° n ° f ,he Supre ™ 

The following are some useful recommendations for singers. 

3. Maintain celibacy ( brahmacaryd). 

A Don't take any intoxicants or stimulants 

5. Sing sweetly and melodiously. 

6. Pay attention to the rhythm and melody 

7. Sing with confidence. (This comes with practice) 
o „™ nounce the words properly and clearly 

Is drink 

your spi “ s,rai8hl Ma “- «— 

14 r^ *-*- 

breath control and yoeic breathino n iL P ® x P lanatl0n of complete breathing, 

m. he bibliography Ho.,o SI „ gmd 

dX7coS™Z, h h e,P “ fM - - |U "6S. and for 

16. Gargle with warm salt water in the morning. 

Re,°Ga, 3T£rX ‘° ** * 00165 ^ < Sa > 

For an essay explaining the various vocal ranges, please see Appendix D. 
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POSITION B1 - PLAYING THE BASIC SCALE 


Now let us study position B1 starting on the first black key 
shows the keys played along with the appropriate fingering. 


The following diagram 



whL * eg i '" ling 5*“ f “ B ” d . i“ “Pf”' <• W'y to the appropriate key* e,inker, upon 
which the names of the notes or their one-letter abbreviations are written. 


Our first exercise is to play and 
The ascending scale is called droha 


sing the Suddh scale while ascending and descending 
and the descending scale is called avaroha. 


aroha: Sa, Re, Ga, Ma, Pa, Dha, Ni, Sa 


avaroha: Sa, Ni, Dha, Pa, Ma, Ga, Re, Sa 


AN EXPLANATION OF THE NOTATION USED FOR THE MUSICAL SELECTIONS 

On the first line at the beginning of the selection are the tdl signs - X O 2 and 3 

o “p*;*" ,he le ““ s S - R . M. P. D and N which tend for the 'swara, Sa. 

Ma ’ Pa ’ Dba and Nl > and should ^ read as such. A dot above one of these letters 

“ 3 7° r •” T f' 8 re8 ' S,er ” 1 *■ S den ° ,eS high Sa A dot below one of these letters 
denotes a swar in the low register - i.e. N denotes low Ni. 

Beneath this line are the words of the selection. 

to theS^ffhe 1 ^ h0ri20mal lmCS 3re diVidCd int ° SCCti0nS by VertiCa ' linCS acCording 

m ^bea'oti r me. (n ° teS) 8iVCn Withi " Sig " ” should be sung or P la y cd withi " onc 

The swar followed by this sign is to be extended for one mdtrd. This sign may 

° " d,C3t ! a rCSt ’ ,f “ 15 uscd w,thm ,hc m °' ra sign (O with a swar it means either an 
extension ot the previous note or a rest if used initially. 
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Play the basic scale in various speeds in the B1 position as follows: 


Keherwa tal (8 matras) 
X O 

~ I G .| M - 

" l-N .| S - 

" ID .|P .. 

" I R .|S - 


Based on the Bilaval thalh 


X O 

4 beats per note: 

s .I R 

P .Id 

s . |n 

M .|G 

2 beats per note: 

S - R - | G 

S - N - | D 


1 beat per note 
S R G M | P 

1/2 beat per note: 


M - | p 
-- P - | M - 

D N S|S N 


D -In - S 

G - I R - s 

D P | M G R 


ffl- DP SM..PD, ^ MORS 


You can also sing Hare Krsna while playing the scale like this: 


s 

R 

G 

M 

P 

D 

N 

S 

S 

N 

D 

P 

M 

G 

R 

S 

ha- 

ha- 

re 

re 

krs- 

ra- 

na 

ma 

ha- 

ha- 

re 

re 

kr. 

ra- 

na 

ma 

krs- 

rS- 

na 

ma 

krs- 

ra- 

na 

ma 

ha- 

ha- 

re 

re 

ha- 

ha- 

re 

re 


Play these notes over the low, middle and high 
course, be possible to sing over the whole range. 


octaves of the keyboard 


It will not, of 
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THE ALANKARS 


difftren,'tempos ° f '“™ P1 ““ P™c.i« .he m wcU in 


1. aroha: S, R, G, M, P, D, N, S 
avaroha S, N, D, P, M, G, R, S 

2. aroha : SRG, RGM, GMP, MPD, PDN, DNS 
avaroha: SND, NDP, DPM, PMG, MGR, GRS 


3. aroha: SRGM, RGMP, GMPD, MPDN, PDNS 
avaroha: SNDP, NDPM, DPMG, PMGR,MGRS 


4. aroha: SRGMP, RGMPD, GMPDN, MPDNS 
avaroha: SNDPM, NDPMG, DPMGR, PMGRS 


5. aroha: S G, RM, GP, MD, PN, DS (NR) 
avaroha: S D, N P, D M, PG, M R, G S, (R N) 

NB. With this alahkar you need to adjust the fingering as noted below. 

aroha: SG, RM, GP, MD, PN, DS (NR) 

1 T 1 2 T 2 13 2T12T2 

avaroha: SD, NP, DM, PG, MR, GS, (RN) 

21 T 2 31 2 T 2 1 T1 2’l 


Play this alahkar over the whole keyboard 
transition between octaves. 


The notes which arc in parentheses are used for 


6. aroha: SNSRG, RSRGM, GRGMP, MGMPD, PMPDN, DPDNS 
avaroha: SRSND, NSNDP, DNDPM, PDPMG, MPMGR, GMGRS 
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Bl. 1 Hare Krsna Maha-mantra 

hare hare krsna krsna krsna hare hare 
hare rama hare rama rSma rama hare hare 

Notes used : NSRGMP 


N.B. 1. Before learning how to sing the words of each selection, learn how to sing its notes 
first, singing the syllables Sa, Re, Ga, Ma, Pa, Dha and Ni 
2. In position Bl, hi (low Ni) is on key W1 of the lew octave. 

' ^vhich^^used^h/a^rt’ 5 ^ 00110 ! 06 ^ *'^ 6 ***. W ° rd " t0t "> indicates that 311 notes 
o n pag e 20 Se,ect,on are This ^ fully explained later 

SthayTv/iuch means "permanent" is the first, and generally the basic melody of a 
melody et^The tT " in ‘ eri0r " “ “ —<* « -» 


4. 


Based on Bildval /hath 
SthayT 

X O 


Keherwa tal (8 matras) 


X 


O 


M 

— 

M - 

— 

- G 

R 

G 

— 

G - 

_ 

kr- 

s- 

na 

— 

ha- 

re 

*r- 

s- 

na 


ra- 


ma 

" 

ha- 

re 

ra- 

— 

ma — 

— 

R 

— 

,R - 


- G 

G 

R 

G 

S 


kr- 

s- 

na 

— 

ha- 

re 

ha- 


re 


ra- 

~ 

ma — 

— 

ha- 

re 

ha- 

— 

re — 

I 


R G 

ha- re 
ha- re 

R S 

krs- na 
riT- ma 
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An tar a 


X 


O 


X 


o 


s s 

ha- re 
ha- re 


N 

— 

S - 

— 

— 

R 

G 

R 

G 

S 

— 

— 

N 

S 

kr- 

s- 

na 

— 

— 

ha- 

re 

kr- 

s- 

na 

.. 


krs- 

na 

ra- 


ma — 

““ 

““ 

ha- 

re 

ra- 

— 

ma 

— 

— 

ra- 

ma 

R 

— 

V 

-- 

— 

M 

G 

R 

— 

S 

— 

— 



kr- 

s- 

na 

— 

— 

ha- 

re 

ha- 

__ 

re 





ra- 

— 

ma 

- 

-- 

ha- 

re 

ha- 

— 

re 


— 
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Bl. 2 Panca-tattva Maha -mantra 

(jaya) sn-krsna- caitanya prabhu nityananda 
sri-advaita gadadhar srrvdsadi-gaura-bhakta-vrnda 


Notes used: SRGMP 

Based on Bilaval thath 
• • 

X O 


p 

— 

— 

M 

G - 

S 

R 

srT 

— 

— 

— 

kr- s- 
• • 

na 

-- 

— 

— 

R 

G 

M - 

P 

M 

- 

— 

pra- 

-- 

bhu — 

nit- 

yd- 

— 

— 

S 

S 

R 

G 

— 

— 

— 

srT 

a- 

dwai- — 

ta 

— 

— 

— 

G 

G 

R 

S 

— 

- 

— 

srT 

va- 

sa- 

di 

- 

S 

— 

~ 

— 

S 



vr- 

— 

— 

n- 

da 




Keherwa tal (8 mairas) 


X 



0 

P 

P 





ja- 

ya 

G 

— 

P 

M - 

G 

- 

ca- 

- 

i- 

ta- an- 

ya 

- 

G 

— 

— 

R 

— 

— 

na- 

-- 

an- 

da 

— 

- 

- 

P 

P 

M - 

— 

— 

— 

ga- 

da- — 

dha - 

— 

ar 

R 

— 

R 

— 

G 

R 

gau- 

— 

ra 

— 

bhak-ta 
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Bl. 3 Hare Krsna Maha-mantra 


hare krsna hare krsna krsna krsna hare hare 
hare rama hare rama rama rdrria hare hare 

Notes used: SRGMPDNS 


Based on Bilaval (hath 

* 0 


X 


Keherwa tal (8 matras) 

O 



s 

R 

G 


ha- 

re 

kr- 

“ 

- N 

S 

N 

— 

krs- 

na 

kr- 

— 

N 

S 

N 

“ 

ha- 

re 

ra- 

- 

- G 

M 

P 

- 

ra- 

ma 

ra- 


— 

M .. 

P 

— 

s- 

na 

ha- 

— 

- 

D 

N 

N 

s- 

na — 

ha- 

re 

- 

D - 

P 

— 

— 

ma — 

ha- 

- 

— 

M - 

G 

G 

— 

ma 

ha- 

re 


D 

- 

N 

— 

S 

re 

- 

kr- 

s- 

na 

D 

- 

P 

— 

— 

ha- 

- 

re- 

— 

— 

D 

- 

1 M 

P 

G 

re 

— 

ra- 


ma 

R 

- 

S 

— 

— 

ha- 

_ 

re 

__ 

_ 


13 




Bl. 4 Hare Krsna Maha-mantra 

hare hare krsna krsna krsna hare hare 
hare rama hare rama rama rama hare hare 

Notes used: SRGMPDNS 

Based on Bilavat fhafh T,n,al (,6 mavas) 

Sthayf 












G 

R 











ha- 

re 











ha- 

re 

s 

— 

G 

M 

P 

D 

N 

D - 

P 

D P 

M 

G 

*r- 

ra- 

s- 

na 

ma 

ha- 

ha- 

re 

re 

kr- 

ra- 

s- 

na — 

ma- — 

— — 

_ 

krs- 

ra- 

na 

ma 

R 

— 

G 

M 

P 

M 

— 

G - 

— __ 




kr- 

ra- 

s- 

na 

ma 

ha- 

ha- 

! ! 

Si Si 

ha- 

ha- 

— 

re — 

re 

- 

-- 
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Antara 


ha- re 
ha- re 


s 

— 

S 

N 

% 

S 

N 

D 

P 

D - 

N 

— 

D 

P 

M 

G 

kr- 

s- 

na 

ha- 

re 

— 

kr- 

s- 

na 


„ 



krs- 

na 

ra 


ma 

ha- | 

re 


ra- 


ma 

— 

— 

-- 

— 

ra- 

ma 

R 

— 

G 

M 

P 

- 

M 

— 

G - 

— 

— 


__ 



kr- 

s- 

na 

ha- 

re 

_ 

ha- 

„ 

re 







ra- 

— 

ma 

ha- 

re 

- 

ha- 

— 

re 

— 

— 

_ 

__ 
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B1.5 Nama-saiikTrtana by Srila Narottama Dasa Thakura 

(1) hari haraye namah krsna yadavaya namah 
yadavaya madhavaya kesavaya namah 

(2) gopSl govinda ram srT-madhusudan 
giridharTgopmath madan-mohan 

N.B. 1. For the remaining verses and the translations please consult a song book 
2. This selection is in the Bengali folk style. 


Notes used: SRGMPDNS 
Based on Bilaval thath 
SthayT 

X O 


p 

— 

P 

P 

P 

P 

P 

P 

ha- 

— 

ra- 

ye 

na 

1 

krs- 

na 

G 

P 

M 

P 

G 

M 

R 

G 

yd- 

da- 

va- 

ya 

ma- 

dha- 

vd- 

ya 

Antara 







N 

— 

N 

S 

D 

N 

P 

— 

go- 

— 

pa! 

go- 

vin- 

da 

ra- 

m 

G 

P 

M 

P 

G 

M 

R 

G 

gi- 

ri- 

dha- 

rf 

go- 

pi- 

na- 

ath 


Keherwa IQl (8 matras) 

X O 

G M 
ha- ri 


M 

D 

P 

D 

M 

P 

G - 

ya- 

da- 

va- 

ya 

na- 

ma- 

ha 

S 

R 

P 

M 

G 

G 

G - 

ke- 

sa- 

va- 

ya 

na- 

ma- 

ha 


M 

D 

P 

D 

M 

P G 

— 

srf 

ma- 

dhu- 

Sli- 

da- 

— 

an 

9 

S 

R 

P 

M 

G 

— 


ma- 

— 

dan 

mo- 

ha- 

an 
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Bl. 6 Hare Krsna Maha-mantra 


hare krsna hare krsna krsna krsna hare hare 
hare rama hare rama rama rama hare hare 

N B This selection is in the Bengali folk style. 

Notes used: SRGMPDNS 

Based on Bi/aval thath 

SthayT 

X 0 


p 

P 

P 

P 

P 

P 

P 

P 

ha- 

re 

krs- 

na 

ha- 

re 

krs- na 

G 

P 

M 

P 

G 

M 

R 

G 

ha- 

re 

ra- 

m 

ha- 

re 

ra- 

m 


Antara 


N 

N 

N 

S 

D 

D 

P 

P 

ha- 

re 

krs- na 

ha- 

re 

krs- 

na 

G 

P 

M 

P 

G 

M 

R 

G 

ha- 

re 

ra- 

m 

ha- 

re 

ra- 

m 


Keherwa tal (8 matras) 


X 




O 




M 

D 

P 

D 

M 

P 

M 

G 

krs- 

na 

krs- 

na 

ha- 

re 

ha- 

re 

S 

R 

G 

M 

G 

G 

G 

G 

ra- 

m 

ra- 

tn 

ha- 

~iX 

ha- 

re 

M 

D 

P 

D 

M 

P 

M 

G 

krs- 

na 

krs- 

na 

ha- 

re 

ha- 

re 

S 

R 

G 

M 

G 

G 

G 

G 

ra- 

m 

ra- 

m 

ha- 

re 

ha- 

re 
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Bl. 7 Gurudeva by Snla Bhaktivinoda Thakura 

(1) gurudev! 

krpa-bindu diya, koro' eiddse 
trnapekha ati hma 
sakala sahane, bala diya koro' 
nija-mane sprha-hTna 

N.B 1. For the remaining verses and the translations please consult a song book. 
2. This selection is in the Bengali folk style. 

Notes used: DSRGMPDNS 

Based on Bildval (hath Keherwa tdl (8 matras) 

X O X O 








S 

G 

P 

- 

-- 

-- 

.. 

— 







gu- 

ru- 

de- 

— 

— 

— 

— 

ev 

p 

D 

P 

G 

M 

— 

G 

— 

R 

R 

G 

P 

M - 

G - 

kr- 

pd 

bin- 

du 

di- 

— 

yd 

— 

ko- 

ro 

e- 

i 

da 

se — 

R 

G 

R 

S 

S 

D 

S 

— 

R 

— 

— 

— 

— 

.. 

tr- 

na- 

pe- 

kha 

a- 

li 

hr 

— 

na 

- 

— 

— 

— 

— 

D 

D 

S 

N 

D 

G 

D 

— 

G 

D 

D 

S 

N 

D 

sa- 

ka- 

la 

sa- 

ha- 

-- 

ne 

— 

ba- 

la 

di- 

yd 

ko 

ro 

P 

D 

P 

M 

G 

M 

G 

— 

R 

— 

— 

— 

.. 

— 

ni- 

jo 

ma- 

ne 

spr- 

ha 

hT- 

— 

na 

— 

— 

— 

— 

mm 
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PLAYING THE VIKRT NOTES 


s? r? ut t wc sha "*"*— *• 

mentioned on page four. As mentioned Ihere^ Sa1’nd arV" “S" - f ° rmS ’ h3VC bee " 
and each has only one form which is suddh The ^ ® n ° ,eS " (acal SWaras > 

(cal swaras) and each has two possible forms On/fn "® " movabIe notes" 

called vikrt - altered P terms. One form .s called suddh and the other is 

harm^onium) 3 |owe/tEAr^^ (one ** the 

Sr A -—- 

in WhC " *" ,hC bMh **• and W t „ are playcd 



The following is an iis, of ,h« noia.iona, symbols for ,he no,os and ,hoir meanings. 




8. P 

Pa* 

2. R 

komal Re 

9. D 

komal Dha 

3. R 

suddh Re 

10. D 

suddh Dha 

4. G 

komal Ga 

11. N 

komal Ni 

5. G 

s'uddh Ga 

12. N 

suddh Ni 

6. M 

suddh Ma 

13. S 

(high) Sa* 

7. M 

tTvra Ma 




* Sa and Pa are always suddh 
that they arc suddh. 


and have 


no vikrt forms; therefore there is no need to indicate 
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THE TEN PARENT SCALES OR THATHS 

s:iS 

SS 


NAME OF THATH 


NOTES 


1 Bilaval 

Sa 

Re 

Ga 

Ma 

Pa 

Dha 

Ni 

Sa 

2 Kalyan 

Sa 

Re 

Ga 

Ma 

Pa 

Dha 

Ni 

Sa 

3 Khamaj 

Sa 

Re 

Ga 

Ma 

Pa 

Dha 

Ni 

Sa 

4 Bhairav 

Sa 

Re 

Ga 

Ma 

Pa 

Dha 

Ni 

Sa 

5 PurvT 

Sa 

Re 

Ga 

Ma 

Pa 

Dha 

Ni 

Sa 

6 Marva 

Sa 

Re 

Ga 

Ma 

Pa 

Dha 

Ni 

Sa 

7 KafT 

Sa 

Re 

Ga 

Ma 

Pa 

Dha 

Ni 

Sa 

8 AsavarT 

Sa 

Re 

Ga 

Ma 

Pa 

Dha 

NL 

Sa 

9 BhairaxT 

Sa 

Re 

Ga 

Ma 

Pa 

Dha 

Ni 

Sa 

10 TodT 

Sa 

Re 

Ga 

Ma 

Pa 

Dha 

Ni 

Sa 


SSSSSSrSssssissasas- 

iiii=s=s=ss=: 

merely base from which ragas of a part.cular color and character are derived. 
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rfr" 8 T SeIeCti ° nS (B18andB 19)are based on the Khamaj thath 

Before leammg them practice the alankars using the scale of this thath ( S R G M P D N S ). 


Bl. 8 SrUa Prabhupada Pranati 

namo om visnu-padqya krpia-presthaya bhu-tale 
srTmate bhaktivedanta-svamin iti riamine 


namas te sarasvate deve gaura-vam-pracdrine 

nirvisesa-sunyavadi-pascatya-desa-tarine 

Notes used: NSRGMP 


w “ has a w Ni - ^ 


Based on Khamaj thath 

X O 


Keherwa tal (8 matras) 


X 


O 


P 

na- 


p 

— 

-- 

M 

G 

- 

- 

— 

R 

— 

R 

G 

R 

S 

ma 

— 

— 

— 

o- 

- 

— 

om 

vi- 

is- 

nil 

pa- 

da 

ya - 

— 

R 

R 

G 

R 

-- 

S 

-- 

R 

G 

M 

G 

R - 



krs- 

na 

pre- 

stha- 


ya 

— 

bhu- 

- 

-- 

ta- 

le 

- 

— 

P 

P 

M 

1 G 

- 

R 

-- 

S 

— 

G 

— 

R - 

S - 


srT- 

ma- 

te 

bha- 

ak- 

ti 

-- 

ve- 

- 

- 

-- 

da- an- 

ta 

— 

- 

U 

— 

& 

- 

S 

R 

G 

- 

— 

R 

S 

_ 



sva- 

— 

mi- 

- 

ni- 

ti 

rid- 

— 

— 

mi- 

ne 
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X 


o 


X 


o 


p 

M 

G - 

— 

- 

R 

G 

M 

G 

R - - 

S - 

na- — 

ma- 

ste 

- 

- 

sa- 

ra- 

sva- 

te 

de- — 

ve 

R 

G 

R 

S 

S 

R 

G 

M 

G 

R - 


gau- 

ra 

vo- — 

m 

pra- 

co- 

-- 

- 

ri- 

ne 

- 

p 

M 

G - 

R 

— 

— 

— 

S 

G 

R 

S 

nir— 

W- 

* 

se- 

sa 

— 

-- 

— 

su- 

nya- 

va- — 

di 

- - 

N 

• 

N - 
• 

S 

R 

G 

- 

— 

R 

S - 

__ 

pas- 

cat- 

ya - 

de- 

sa 

/o 

_ 

_ 

ri- 

we 
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Bl. 9 Bhoga-arati by Srfla Bhaktivinoda Thakura 

(1) bhaja bhakata- vatsala srT-gaurahari 
srT-gaurahari sohi gostha-bihdrT 
nanda-jasomati-citta-han 

(2) beta ho '/o, damodara, aisa akhano 
bhoga-mcmdire bosi' koraho bhojana 

N B For remaining verses and the translations please consult a song book. 

Notes used: SRGMPDNS 

Based on Khamaj thalh Keherwdtil (8 madds) 

SthayT 


R G 

bha- ja 


M 

—■ 

P 

M 

G 

R 

S 

R 

G 

M 

G 

R 

S 

— 


bha- 

■ — 

ka- 

la 

va- 

at- 

sa- 

la 

srT 

gau- 

ra 

ha¬ 

ri 

— 


M 

M 

R 

M 

P 

— 

D 

N 

S 

— 

N 

rt 

P 

_ 

D 

srT 

gau- 

ra- 

ha- 

ri 

— 

so- 

hi 

go- 

— 

stha 

bi- 

ha 

-- 

rT 

M 

M 

M 

M 

G 

M 

P 

D 

P 

D 

P 

M 

G 

R 

S 

srT 

gau- 

ra- 

ha- 

ri 

— 

so- 

hi 

go- 

-- 

stha 

bi- 

ha 

— 

rT 

M 

— 

M 

M 

G 

M 

p 

D 

P 

D 

P 

M 

G 

R 

S 

na- 

an- 

da 

ja- 

so 

- 

ma- 

If 

ci- 

it- 

ta 

ha"- 

rT 
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Antara 

X O X o 


M 

M 

M 

M 

P 

?• 

P 

D 

D 

S 

N 

D 

P 

D 

be- 

la 

ho' 

lo 

da- 

mo- 

da- 

ra 

a- 

/'- 

sa 

e- 

-t/w- - 

wo 

M 

— 

M 

M 

G 

M 

P 

D 

P 

D 

P 

M 

G R 

S 

bho 

— 

g a 

man- 

di- 

re 

bo- 

si' 

ko- 

ra- 

ho 

bho- 

ja- - 

na 
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Bl. 10 Hare Krsna Maha-mantra 


hare krsna hare krsna krsna krsna hare hare 
hare rama hare rama rama rama hare hare 


N.B. i. In this selection both the komal Ni and the suddh Ni are used 

“r„“ el0 ^ fW ^ * is .o a well 


Notes used. S R G M P DNN S R 


Sthayi 


Keherwa tal (8 matras) 


S R 
ha- re 


G 

— 

G 

M 

P 

— 

M 

P 

G - 

— 

R 

G R 

S 

R 

kr- 

s- 

na 

ha- 

re 

— 

kr- 

5- 

na 

— 

— 

- 

krs- 

na 

G 

— 

G 

M 

P 

- 

M 

P 

G - 

— 

— 

— 

G 

M 

kr- 

s- 

na 

• 

ha- 

re 

— 

ha- 

— 

re 

— 

~ 1 

— 

ha- 

re 

P 

— 

N 

- 

l .. 

- 

D 

P 

\ M - 

D 

— 

— 

P 

M 

ra- 

— 

ma 

— 

— 

-- 

ha- 

re 

ra- — 

ma 

-- 

- 

ra- 

ma 

P 

— 

P 

M 

D 

P 

M 

P 

G - 

— 

__ 




ra- 

— 

ma 

ha- 

re 

— 

ha- 

— 

re 

.. 
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Antara 


Oxo 

P D 
ha- re 


• 

s 

S 

N 

S 

• 

R 

s 

N - 

- 

D 

P 

P 

D 

At- s- 

na 

ha- 

re 

-- 

kr- s- 

na 

— 

-- 

- 

krs- 
» 0 

na 

S - 

S 

N 

S 

R 

S - 

N - 

— 

D 

P 

P 

D 

kr- s- 

na 

ha- 

re 

- 

ha- — 

re 

— 

- 

- 

ha- 

re 

N - 

N 

D 

N 

S 

N -- 

D - 

— 

P 

M - 

P 

D 

ra- - 

ma 

A»a- • 

re 

- 

ra- — 

ma — 

- 

- 


ra- 

ma 

S 

P 

G 

P 

— 

M - 

G - 

— 

— 

— — 



ra- — 

ra 

ha- 

re 

— 

ha- — 

re — 

— 

— 

— 
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Bl. 11 Panca-tattva Maha-mantra and Hare Krsna Maha-mantra 

(jaya) srT-krsna-caitanyaprabhu nitydnanda 
sri-advaita gadadhar srTvasddi-gaura-bhakta-vrnda 

hare krsna hare krsna krsna krsna hare hare 
hare rama hare rama rama rSma hare hare 

Notes used: GMMPDNSR 


N B In this selection both the suddh Ma and (Tvra Ma are used 


Sthayi 

* 0 


— 

— 

— 

— 

M P 

-- 

— 

— 

— 

krs- na 

- 

M 

D 

— 

P M 

— 

pra- 

bhu 

— 

ni- tya■ 

s 

S 

S 

R 

S - 

srT 

a- 

dvai- 

— 

la 

M 

D 

— 

— 

P M 

gau- 

ra 

— 

— 

bhak-la 


Keherwa tal (8 mdtras) 


X 




0 


G 

M 







ja- 

ya 

N 

— 

S 

N 

D 

— 

P 

— 

ca- 

- 


— 

ta- 

an- 

ya 

- 

G 

M 

P 

D 

P 

— 

— 

— 

na- 

- 

- 

an- 

da 

- 

- 

- 

N 

N 

s 

N 

D 

D 

P 

M 

ga- 

da- 

dha- 

ar 

srl- 

va- 

sa- 

di 

G 

M 

P 

D 

P 

— 



vr- 

• 

— 

-- 

n- 

da 
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Antara 


X 


S 

srT 


O 


X 


O 


S S 
ja- ya 


R S 
krs- na 


Continues the same as in the sthayT. 


SthayT 


-- -- p 

P 

— 

- M 

P 

N 

- 

S 

N 

D 

— 

P 

ha- 

re 

— 

krs- 

na 

ha- 

— 

re 

. — 

kr- 

s- 

na 

M 

D 

— 

P 

M 

G 

M 

P 

D 

P 

_ 


krs- 

na | 

— 

krs- 

na | 

ha- 

— 

re 

ha- 

re 

— 

-- 

- ~ s 

S 


~ R 

S 

1 N 

— 

S 

N 

D 

— 

P 

ha- 

re 

— 

ra- 

ma 

ha- 

— 

re 

— 

ra- 

-- 

ma — 

- - M 

D 

P 

- M 

- 

G 

M 

P 

D 

P 

— 

U1 _ __ 

ra- 

ma 

ra- 

ma 

— 

ha 

— 

re 

ha- 

re 

„ 



Antara 


S S 
ha- re 


R S 

krs- na 


t 


Continues the same as in the sthayT 
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The following two selections (B1. 12 and B1 1 .u o, - - 

learning then, ptactice ,he a, mkS rs using fc J e „f ££% R^'hfs f*" 


Narottama dasa Thakura 


Bl. 12 Savarana-srT-gaura-pada-padme Prarthana by Srila 

(1) srT-krsna-caitanya prabhu doyd koro more 
toma bind ke doyalu jagal-samsdre 

(2) pali/a-pdvana-helu lava avaldra 
mo sama pallia prabhu ndpdibe dra 

N B ' 2 Sl&f 8 V T S “ d ' he ,ransla,ions P' ease consult a song book 

th.s ragq. Some say during the first prahar of the a PPropnate for s.nging 

prahars of the day; and some sav a/anv ,i mP ,1 day> . SOme sa y dunn 8 th e first two 
hour period, a quarter of a day or a quarter of a " “ aPPrOXimately ,hree 

Notes used; SRGMPDNSR 


Raga BhairavT 
SlhayT 


Keherwa lal (8 mdtrds) 




0 



X 


0 


s 

S 

R - 

S 

— 

N 

- S 

D - 

P 

sn 

krs- 

na 

ca- 

/- 

la- 

an- ya 

pra- — 

bhu — 

P 

D 

P 

M 

- 

Q 

-DP 

M - 

G - 

do- 

ya 

ko- — 

ro 

__ 

mo- 


re 








— 

S 

s 

Q - 

D 

P 

M 

~ M - 

Q - 

R - 

lo- 

ma 

bi 

na 

-- 

ke 

do- — 
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ga- 

la 
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sa- 
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An tar a 


X 



0 



X 



0 



p 

P 


G 

M 

P 

N 

— 

D 

P 


pa- 
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| ta 
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D 
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D 
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dr 
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Bl. 13 Hare Kr$na Maha-manlra 


hare krsna hare krsna krsna krsna hare hare 
hare rama hare rama rama rama hare hare 

N B ' n _' he C sec ° nd ^tarabo th the komal Re and the suddh Re are used, therefore it is in 

Haga Smdhu Bhairaw The singing times for Raga Sindh,, BhairavT and Raga BhairavT 

are the same. (See Bl. 12, N.B. 3.) 

Notes used SRRGMPDNS 


Raga BhairavT 
SlhdyT 


Keherwa lal (8 rnatras) 


X 
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X 
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D 

N 
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S 
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- 
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.. 
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““ 
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S 

N 

-- 

D 

-- 

P 
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- 

krs- 

na 

kr- 

s- 

na 

__ 
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— 

— 
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ma 
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— 

ma 

— 
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re 

__ 
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na 

ma 


D 
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ha- re 


M 
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P 
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D 

P 

M 

M 

Q 
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re 

krs- 
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ha- 
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R 
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S 

S 

krs- 

na 

krs- 
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re 
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ma 
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ma 

ha- 

re 

ha- 

re 
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Raga Sindhu Bhairavi 
Antara 2 
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R. 

- 

S 

S 

- 

ra- 

— 

— 

m 

ra- 

— 

ma 
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re 

— 
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re 

_ 
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Bl. 14 Bhaja hu Re Mana SrTNanda-nandana by Govinda dasa Kaviraja 

(1) bhajahu re mana sri-nanda-nandana- 
abhaya-caranaravinda re 
durlabha manava-janama sat-sahge 
tar oho e bhava-sindhu re 


N B. 1. For the remaining verses and the translations please consult a song book 
2. See Bl. 13, N.B. 

Notes used: £1 S_R R GM PDNSRG 


Raga Sindhu Bhairavi Keherwa tal (8 matras) 


X 


0 



X 


0 
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or 

G 
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N 

N 
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va 
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.. 
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B1. IS SrTDamodarastaka by Satyavrata Muni 

(1) namamisvaram sac-cid-ananda-rupam 

lasat-kundalam gokule bhrajamanam 
yas'oda-bhiyolukha/ad dhavamanam 
paramrstam atyantato drutya gopya 

(2) rudantam muhur netra-yugmam mrjantam 

karambhoja-yugmena satahka-netram 
mu huh svasa-kampa-trirekhahka-kantha 
sthita-graivam damodaram bhakti-baddham 

N B ' 2. See B I" VerSCS ** ^ ,ranSlati ° nS please consuIt a son 8 book. 

Notes used: SRRgMPDNSR 

R ag° Sindhu BhairavT DM (6 ^ 

SthayT 


X 

1 

2 3 

0 

4 

5 

6 

X 

1 

2 3 

0 

4 

5 

6 

s 

4L3 G 

NIP 
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G M P 
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,G_S G 

V M_P 
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G 

R 

M _G.R 

S 



la- 

sat kun -da- 
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go- 

ktt- 

le 

bhra-ja-ma- 
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am 

P 

P P P 

P 

D 

P 

M 

'M G.M P. 

1 M 



ya- 

+ 

so-da bhi- 

yo- 

lu- 

kha- 

lad 

dha-va-ma- 
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-- 

am 

S G 

S G 

^MP 

M 

Q 

R 

M g, R 

's 

.. 


pa- rd- 

furs- jam 
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ta- 

to 

dru-tya go- 

pya 

.. 
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Antara 


X 

0 



X 



0 

s s s s 
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S 

N 
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D 

P 
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Ira 
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R 
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M 
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S 

S 

N 

j N, 
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P 
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pa 
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M 

G 
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M G 

R 
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da- 
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P 

P 

P 

D 

P 
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na 

_ 

__ 

ha- 
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re 
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ma 

- 

— 

ha- 

re 
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S 

GS 

G 
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G 

R 

M2 

R 
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na 

krs- 

na 

_ 

ha- 

re 
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ma 
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ma 

- 
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S 

S 

SR 

S 

— 
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D 

P 

ha- 

re 
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-- 
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re 
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wa 
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P 

M 
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M 

P 
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— 
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re 
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S 

SR 

S 
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D 
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— 

-- 
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re 
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re 
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Bl. 16 Ista-devc Vijnapti by Snla Narottama dasa Thakura 

(*) hart hard bifale jariama gohainu 

manusya-janama paiya, rddha-krsna nd bhajiyd, 

janiya suniya bisa khainu 

(4) ha ha prabhu nanda-suta, vr^abhdnu-sutd-juta, 
korupa karoho ei-bdro 

narottama-dasa koy, ndtheliho rdriga pay, 
loma bine ke ache amdra 


N B ' ' ‘ f,° r the "“"8 verses and the translations please consult a song book. 
Verses 2 and 3 are sung the same as verse 1 excluding the first line 
3. During September of 1969 in England Snla Prabhupada said that this was his 
favounte bhajan. (SPL, vol. 4, p. 48) 

4 The s/hayi is in tm tdl and the antara is in kehenva la/ 

5 IS T “'r° b , e USed f0r Sri (srT-guru-carana-padma) 

excluding the first line (Introduction) 

6. This selection is in the Bengali folk style. 

Notes used :D£JSRGMMPDNNSR 


Introduction (sung and played without tdl) 


s S R M — - g 

ha- ri ha- ri — — bi- 


D N R S 

go- nd- i- nu 


M 
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R 

S 

N 

fa- 

!e 

ja- 
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ma 


37 



Slhayi 


Tin la/ (16 matras) 


2 0 




R 
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* 
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ni- 
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— 
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- 
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R 

G 

M 

G 
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M 

P 

__ 

_ 
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— 
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ni 
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— 
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su 

p 

M 
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R 

G 

M 
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- 

bi 

- 

sa 

— 

— 
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Aurora 


Kehenva ta! (8 matrasj 
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R 

R 

R 

R 
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e- 

/ 

ba- 

— 

ro 

-- 

- 

- 

- 

— 

— 

D D 

S 

N 

D 

D 

D 

— 

_ 

p S 

N 

D 

1 N 

N 

D 

P 
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D 

N 

D 
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sa 
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OP 

— 

na the 
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ho 
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dy 

P 

P 

P 

P 

P 

P 

D 

N 

D 
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P 


M 

G 
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R 

M 
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P 

P 

D 

P 

M 

P 

D 

P 

M 

G 

R 
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ma 
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ne 

ke 
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ma 
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ra 

__ 
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POSITION B2 


no, P a ;l! er m e C ° UrSe ° n pages 4 and 5 we ex P lained that Sa may be on any of the twelve 

fmceril OCtaVC ff ramS ,° fthe hddh SCale ’ 0r Bil aval thBth, along with the respective 
fingenngs were given Up until now all of the selections which we have learned have been in 

B2 position Sa ° n 6 fifSt bl3Ck kCy ° f thC 0CtaVe ' N ° W WC Wi " leam to pla y in ,he 

One advantage of playing in the B2 position is that lower notes, for example low Pa can 
be more easily sung. Another advantage is that certain melodies which do not have higher 

."mrnH Ca ,' 7y and pr0je r‘ 3 ‘ 3 '° Uder V °' Ume when Sung in a hi 8 her P°s>t>on. Also, when 
mt oductory prayers, for example Bl. 2 and Bl. 8. are followed by a selection in the B2 

position the introductory prayers should also be sung and played in the B2 position 

, h „ c , C diagram shows ,he ke y s P' a yed, along with the appropriate fingerings for 

the scale of Bilaval/hath m the B2 position. 



If you have stickers applied to the keys of your harmonium which designate the notes in 
the fcs 1 position, you can now move them to the new locations. 

Practice the alahkars which are given on page 9 in this new position. Also please 

practice the following selections in the B2 position: Bl. 1, Bl. 2 and Bl. 8 
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B2. 1 Govinda Jay Jay 


govinda jay jay, gopala jay jay 
radha-ramana hari, govinda jay jay 

Notes used: NSRGMPDNS 

Based on Bilaval thath 

SthayT 


X 



0 




S R 

R 
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s 
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RS 

R 
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vin- 

da 
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ay 
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ay 
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P 

P 

P 

— 

P 

- 
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vin- 

da 

JO¬ 

ay 
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P S 

S 

S 
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jo- 

ay 
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D 
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Keherwa tal (8 matrds) 
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P 
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ja- 
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ay 
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ay 
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D 

N 

S 
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D 

P 

D 

go- 
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jo- 

ay 

jo- 

ay 
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p 
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D 

dha 


p 

M 

G 

S 

R 
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G 

R 

ra- 

ma- 
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da 


ay 


S 


jo- 


ay 
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B2. 2 Hare Krsna Maha-mantra 


hare krjna hare krsna krsna krsna hare hare 
hare rama hare rama rama rama hare hare 

Notes used: PDNSRGMPDN 


Based on Bi/aval (hath Keherw5 tQl (8 mdtr ~ s) 

SthayT 
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• 
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Antara 
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re 
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B2.3 SnDas'avatara-stotra (from Gita-govinda) by Jayadeva Gosvamf 

(1) pralaya-payodhi-jale dhrlavan asi vedam 
vihita-vahitra-caritram akhedam 
kesava dhrla-mma-sarTra jaya jagadisa hare 

N. B. For the remaining verses and the translations please consult a song book. 
Notes used: PDNSRGMPDN 

Based on Bilaval thdth jjn tal (16 matrds) 
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R 

— 

- 

G 

R 

S 

D 

- 

P 

D 

S 

R 

re 

— 

— 

— 

- 

-- 

- 

-- 

ja- 

ya 

ja- 

g<* 


G R S N 

S . 
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B2‘ 4 S rf Nrsimha Pranama and Prayer to Lord Nrsiriiha 

namas te narasimhaya 
prahladahlada-dayine 
hiranyakasipor vaksah- 
si la-tahka-nakhalaye 

ito nr sim hah par ato nrsimho 
ya/oyatoyami tato nrsimhah 
bahir nrsimho hrdaye nrsimho 
nrsimham adim saranam prapadye 

lava kara-kamala-vare nakham adbhuta-srhgam 
dalita-hirapyakasipu-tanu-bhrhgam 
kesava dhrta-narahari-rupajaya jagadTsa hare 

jaya nrsimhadev, jaya prahlad maharaj 

N. B. For the translations of these verses please consult a song book. 

Notes used. PDNSRGMPDNS 


Based on Bilaval thath 


Keherwa tal (8 matrds) 
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The following selection (B2. 5) is based on the Kalyan thath. Before learning it practice the 
alankars using the scale of this thath (S R G M P D N S ) in the B2 position 

B2. 5 Govinda Jaya Jaya, Sri Krjna Govinda Hare Murare 
and Om Namo Bhagavate Vasudevaya 


govinda jaya jaya, gopdla jaya jaya 
radha-ramana hari, govinda jaya jaya 

sn-krsna govinda hare murare 
he natha nardyana vasudeva 


om namo bhagavate vasudevaya 

N.B. 1. The above verse srT-kjjna govinda hare murare etc. is from the Padma Purana It is 
cited by Sma Prabhupada in the purport of verse 1.16.30 of the Snmad-Bhdgavatam 
l. Urn namo bhagavate vasudevaya is the invocation to the Snmad-Bhdgavatam. 

Notes used: DNSRGMPD 
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B2 ‘ 6 Jaya Radha-Madhava by Bhaktivinoda Thakura 
and Hare Krsna Maha-mantra. 


jaya radha-madhava, jaya kunja-bihan 

jaya gopT-jana-vallabha, jaya giri-vara-dharT 
jayajatoda-nandana, jaya braja-jana-ranjana, 
jayajamuna-fTra-vana-can, jaya kunja-bihdn 

hare k r sna hare krsna krsna krsna hare hare 
hare rama hare rama rama rdma hare hare 

N.B. For the translation please consult a song book. 

Notes used: NSRGMPDNS 
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Now the {hath 'changes from KdfixoBildvalmA the Ma of ^becomes the Sa of Bildval 

modulation" £ ST ^ 84 ™ th Sa the *h biack key. This changeIStd 

notes which Je in p^enthelf ' &CCOldin & ,0 P osition B2 ‘he second line of 
to keher^m. ? ^ m aCCOrd ‘ n * t0 ***** ™ Tne tal also changes from t,n tal 
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The following selection (B 2 . 7) is based on the AsOvarTthath. Before learning it practice the 
alankars us.ng the scale of this thath (S R G M P D N S ) in the B2 position 

B2. 7 SrTNrsimha Pranlma and Prayer to Lord Nrsimha 


namas te narasimhdya 
prahladahlada-dayine 
hiranya/casipor vakyah- 
sila-tahka-nakhalaye 

ito nfsimhah parato nrsimho 
yatoyatoyami tato nrsimhah 
bahir nrsimho hrdaye nrsimho 
nrsimham adim saranam prapadye 


lava kara-kamala-vare nakham adbhula-srngam 
dalita-hiranyakasipu-tanu-bhrngam 
kesava dhrta-narahari-rupa jaya jagadFsa hare 

jaya nrsimhadev, jaya prahlad maharaj 


N. 

B, For the translations of these 

verses please consult 

a song 

book. 
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Here the position modulates from B2, Asavan thath to B3, Bilaval thath. The first line 
of given notes are according to position B2 and the second line of notes which are in 

parentheses are according to position B3. This process of modulation was described at the end 
of the last section. 
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The following selection (B2 8) is based on the Khamaj I,hath. Before learning i, practice the 
alankars using the scale of this ihath (S R G M P D N $) in the B2 position. 

B2. 8 SrTTulasT-klrtana 


(1) namo namo tulasl! krsna-preyasi (namo namo) 

(braje) radha-krsna-seva pdbo ei abhilasT 

(2) je tomara sarana loy, tdra vancha puma hoy 

krpa kori koro tare brndavana-basT 

N B For the remaining verses and the translations please consult a song book. 

Notes used :SRGMPDNS 
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- 
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A mar a 


X 
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X 




0 



M 

R 

M - 

M 

— 

P 

— 

D 

N 

D - 

P 

- 

je 
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N 
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— 
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— 
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— 
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— 
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R 
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R 
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P 
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__ 
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— 

— 

__ 
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B2. 9 SnTulasTPradaksina Mantra 


yani kani ca papani 
brahma-hatyadikdni ca 
lani lani pranasyanti 
pradaksinah pade pade 


N.B 1 For the translation please consult a song book. 

2 There are two different melodies given below. Either may be used 

First melody : 

Notes used : R G M P D 

Based on the Kalyrn (hath Keherwa m (8 m5lr ~ s) 


p 

G 

G 

G 

R 

G 

P 

M 

G G, 

M 

G 

G 

R 

M 

G 

yd- 

ni 

ka- 

ni 

ca 

pa- 

pa- 

ni 

1 bra-hma ha- 

lya- 

di- 

ka- 

ni 

ca 

P 

P 

M 

P 

D 

D 

P 

M 

P 

M 

,GG 

G 

R 

i 

M 

G 

la- 

ni 

la- 

ni 

pra- 

na- 

s'yan- 


pra- 

dak- 

si-nah pa- 

de 

pa- 

de 


t 
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Second melody : 

Notes used PDNSRGMP 

Based on Bilaval thath Keherw5 td , (g m - tr5s) 


s 

S 

-- 

D 

S 

— 

R 

- 

M 

— 

G - 

R 

ya- 

ni 

— 

kd 

ni 

- 

ca 

- 
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- 

pd - 

ni 

G 

G 

P 

— 

M 

G 

R 

- 

R 

— 

G - 

R 

bra- 
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ha- 

-- 

tya- 

di 

kd- 

- 

ni 

-- 

ca 

— 

G 

S 

\ — 

M 

G 

- 

' R 

- 

G 

— 

S 

N 

id- 

ni 

— 

ta- 

ni 

- 

pra- 

- 

na- 

- 
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ti 

N 

N ! 

- 

N 

D 

P 

D 

N 

S 

R 
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_ 

pra- 

da- | 
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de 

~ 

pa- 

— 

de 
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B2. 10 Hare Krsna Maha-r.iantra 


hare krsna hare krsna krsna krsna hare hare 
hare rama hare rama rama rama hare hare 

N B Raga Yaman Kalyan uses both suddh Ma and iTvra Ma. The singing time for this raga is 
during the first prahar of night. 

Notes used PDNSRGMMPD 

Raga faman Kalya.Keherwa HU (8 mamas) 

Sthayf 


X 


0 


X 



0 











P 

D 









ha- 

re 

s 

- 

-- s 

P 

D S - 

— 

-- 

S - 

— 

.. 

kr- 

- 

s- na 

ha- 

re kr- - 

— 

s- | 

na 

— 

- 

R 

R 

- R 

G 

- M - 

P 

G 

R 

R 

G 

kr- s- 

na 

kr- s- 

na 

ha- — 

re 

ha- 

re 

ha- 

re 

M - 

- 

G R - 

S 

R G - 

— 

R 

S - 

__ 

__ 

ra- — 

- 

ma — 

ha- 

re ra- — 

— 

— 

ma — 

„ 

„ 


P 

— 

N - S 

— 

R - G R 

S 

N S 

- 

ra- 

— 

ma — ra- 

- 

ma — ha- 

re 

ha- re 
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Antara 1 


X 



0 




X 




0 




P 

P 

P 

P 

M 

P 

D 

— 

- 

P 

M - 

— 

— 


ha- 

re 

krs- 

na 

ha- 

re 

kr- 

— 

— 

5- 

na 

-- 


M - 

M 

— 

G 

- 

M 

- 

D 

P 

M 

G 

R - 

R 

G 

kr- s- 

na 

— 

kr- 

s- 

na 

— 

ha- 

- 

re 

ha- 

re 

ha- 

re 

M - 

— 

G 

R 

— 

S 

R 

G 

— 

— 

R 

S - 

_ 

_ 

ra- — 

— 

- 

ma 

— 

ha- 

re 

ra- 

— 

— 

— 

ma — 

- 

- 

P 

N 

- 

S 

— 

R 

-- 

G 

R 

S 

N 

S - 



ra- — 

ma 

- 

ra- 

— 

ma 

— 

ha- 

_ 

re 

Aa- 

re 




Antara 2 




P 

M 

P 

M 

P 

D 



ha- 

re 

krs- 

na 

ha- 

re 



ha- 

re 

ra- 

ma 

ha- 

re 

- 

- 

N 

R 

G 

R 

G 

P 

- 

— 

krs- 

na 

krs- 

na 

ha- 

re 

•- 

— 

ra- 

ma 

ra- 

ma 

ha- 

re 


M - 

— 

G 

R 

-- 

-- 

kr- - 

__ 

s- 

na 



ra- — 

— 

- 

ma — 

- 

— 

G - 

- 

R 

S - 

— 

— 

ha- — 
ha- — 

-- 

- 

re 

re 

— 

- 
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B2. 11 Saparsada-bhagavad-viraha-janita-vilapa 
by Sola Narottama dasa Thakura 

(1) je anilo preme-dhana koruna pracur 
heno prabhu kolha geld acarya-thakur 

N B. 1 For the remaining verses and the translations please consult a song book. 

2 This melody can also be used for Savarana-s'rT-gaura-pada-padme Prarthana (srT- 
krsna-caitanyaprabhu doydkoro more), for Vaisnave Vijnapti (ei-baro karundkoro 
vaisnava gosai) and (with a slight variation in the first line which is shown on the 
following page) for Sn Vraja-dhama mahimamrta jaya radhe.jaya krsria.jaya 
vrnddvari). 

3. This melody is in the Bengali folk style. 

Notes used :JJSRGMMPDN 

Tm tal (16 matras) 


X 



2 




0 



3 





s 

R 

— 

G 

M 

G 

R 

G 

— 

R 

- 

S 

-- 


je 

a- 

- 

ni- 

lo 

— 

pre- — 

ma 

- 

dha- 
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na 
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— 

N 

S 

R 

— 

P 

— 
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— 

- 
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- 

R 

— 

- 
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— 
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— 

cu 
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— 

- 

— 

— 

s 

— 

— 

N 

D 

N 

D 

P 

P 

M 

P 

— 

D 

N 

- 

— 

ur 

he- 

no 

pra- 

bhu 

ko- — 

lha 

~ 

ge- 

- 

la 

- 

D • P 

M 

G 

R 

— 

P 


M - 

.. 

__ 


P 

D 













G 

or 

R 

— 

- 

a- 

car- 

ya 

-- 

lha- 

— 

ku- — 

— 

— 

— 

— 

.. 

_ 


P 

S 


or 


ur 
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Here is the first line of the melody for SrT Vraja-dhama-mahimamrta which only varies 
with the previous melody in the second khanda , otherwise the two melodies are the same. 


X 



2 



0 

3 



s 

R 

— 

M 

G - 

R 

G - R - 

S 


jo- 

ya 

— 

ra- 

dhe — 

jo- - 

ya - kr- s- 

na 
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The end pari of the following section (B2 12) is based on th* , - , 

11 PMi “ ,h ' “ si "S -,e ( of , te UTs EG M l'“” S 

B 2 . 12 Raghu-pati Raghava 


roghu-pali raghava raja-ram 
patita-pavana sTta ram 


Slid ram slid ram 
hhaja mana pydre sTla ram 

TRANSLATION 


orthe ££ :r e 1 ^ - deliverer 

devotion ' JUSt W ° rSh,P ThCir L ° rdshipS S " S " ^ R *™ with great love and 


“ 1 »r 

raga. SeC ° nd line ° f ,he first a ” ,a ™ Therefore it is a misra 

2. At the end of the first line the mmd (pronounced "meend") sign is used The 
ZZs 5 S) 8 ' Ven Within thiS Sign *~ S 3re Sub J ect t0 ™" d or gliding of the 


Notes used in the main section: DfcJSRGGMPDDN 


Raga Misra Kafr 


St hay I 


Keherwa tal (8 mdlrds) 


X 




O 


X 


0 


s 

S 

S 

S 

SR S 

N D 

N - 

R - 

R M 

G ivT 

ra- 

ghu 

pa- 

li 

ra- 

ghu- va 

ra- — 

ja - 

ra- — 

m 

— 

Q 

G 

R 

S 

M D 

\ N ~ 

R - 

S - 


1 

pa- 

li- 

la 

pa- ~ 

va- na 

sT- 

ta 

ra- — 

m 
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Antara 1 


X 




0 




X 



0 
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— 
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— 
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- 
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G 
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— 

— 
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— 
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- 

m 

Sh 
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ja 
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sT 

ta 

- 
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- 

m 

Antara 2 
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P 

P 
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D 
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R 
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— 
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-- 
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— 

M 

P 

R 
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- 
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— 
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— 

— 

— 
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ti- 
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m 
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Ending 


Notes used : N SRG M P 


Raga Bhairav 
SthayT 


Kehenva Id/ (8 matrds) 


X 


0 



X 
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ma 
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ra- - 
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ma 
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m 


G 

P 

M - 
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- 

R - 
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ma — 

ra- 

— 

ma — 

ra- 

— 

- 

— 

m ' 

_ 
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B 2 . 13 Hare Krsna Maha-mantra 

hare krsna hare krsna krsna krsna hare hare 
hare rama hare rama rama rama hare hare 

Notes used: DNSRGMPD 

Raga Puryadhanas'rT Tin lal (16 matras) 

SthayT 

X 2 0 3 

P G 

ha- re 
ha- re 

S . S S R - N . NR 

or 

N Q N - 

no — - — ha- re kr- s- na . krs- na 

ma — — — ha- re ra- — ma — — — ra- ma 

G R G - - - P G R - S - - - 

kr- s- na — — — ha- re ha- — re . 

ra- — ma — — — ha- re ha- — re 


R - 


kr- s- 
ra- — 
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ha- re 
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— 

NIG. m 
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G 

R 

— 

S 

— 
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— 
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re 

ha- 

— 

re 

— 
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B2. 14 Gaura-arati by Srfla Bhaktivinoda Thakura 

( 1 ) jaya jaya gordcdnder draiiko sob ha 
jdhnavT-lata-vanejaga-mana-lobha 


(gauranger araliko s'obha jaga-jana-mana-lobha) 

(nitai gaura) hah bo/, hah bo/, hah bol. hah bo/ 

(5) sahkha bdje ghanta bdje bdje karatdla 
madhura mrdahga bdje parama rasdla 

(sahkha bdje ghanta bdje madhur madhur madhur bdje) 
(nitai gaura) hah bol. hah bol. hah bol. hah bo! 


N B '■ th e remaining verses and the translations please consult 
L 1 hls melody is in the Bengali folk style 


a song book. 


Notes used PDNSRRGMMPDDN 


Sthayi 


Kehenva tdl (8 mdtras) 
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S 
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R 
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Antara 1 
X 


O 


P 

ja- 


D 

ya 


D D 



M G 


R - G 


P 



M G 

ja- ya 


Continues the same as in the sthayT 
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Antara 2 
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ri 
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-- 
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G 

R 

G - 

— 

— 

_ 
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G 
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B 2 . 15 Panca-tattva Maha-mantra (Gaura-arati melody) 

(jaya) srT-krsna-caitanya prabhu nityananda 
srT-advaita gadadhara srTvasadi-gaura-bhakta-vrnda 

Notes used: PDNSRRGMPDDN 


Sthayi 


Kehenva tal (8 mairas) 


O X 


P P 
ja- ya 


p 

— 

— 

— 

- 

M 

G 

R 

- 

- 

R 

R 

— 

G 

M 

srT 

-- 

- 

- 

- 

krs- 

na 

ca- 

-- 

- 

/- 

ta 

— 

nya 

-- 

G 

R 

S 

N 

S 

S 

R 
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R 

S 

N 

D 

— 

— 

— 

— 

— 

— 

pra- 

bhu — 
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tya- 
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- 

- 

an- 

da 

- 

— 

- 

— 

— 

D 

N 

S - 

R 

S 

N 

N 

s 

N 

D 

D 

P 

D 

" 


srT 

a- 

dvai — 

ta 

- 

ga- 

da- 

dha- 

ra 

srT- 

va- 

sa- 

di 

— 

— 

S 

S 

.. 

S 

R 

G 

S 

M 

G 

R 

— 



— 

— 

gmi- 

ra 

- 

bhak 

-ta 

vr- 

— 

— 

n- 

da 

__ 
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Antara 


X 


O 


X 


O 


D 

srT .. 


R -- G F 


P P 

ja- ya 




M G 


M G 
krs- na 


Conlinues the same as in the sthayT. 
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B2. 16 Hare Krsna Maha-mantra (Gaura-arati melody) 

hare krsna hare krsna krsna krsna hare hare 
hare rama hare rama rama rama hare hare 


Notes used: PDNSRRGMPDDN 
SthayT 

X 0 




P 

P 

- 

- 

M 

G 



ha- 

re 

-- 

— 

krs- 

na 

G 
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S 

N 

S 

- 

R 

— 

— 

- 
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na 

kr- 
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na 

y 
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-- 

— 

p 

N 
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— 

R 

S 
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-- 

ha- 

re 

ra 

— 

ma 

-- 

— 

— 

P 

D 

S 

- 

R 

- 

— 

— 

ra- 

ma 

ra- 

__ 

ma 

.. 


Kehenva tal (8 matras) 
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R 
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G M 
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na 
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R 
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N 
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— 

ha- 

- 

re 

ha- 

re 

- 

N 

-- 

S 

N 

D - 

P 
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- 

re 

— 
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G 

S 

M 

G 

R 

— 
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_ 

re 

ha- 

re 
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Anlara 1 




M G 
krs- na 


Continues the same as in the sihayT 
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Antara 2 
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D 
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ha- 

re 
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— 

ha- — 

re 
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— 
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re 

re 


Antara 3 
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R 
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— 
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re 

kr- 
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.. 

krs- 

na 

ra- 
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ha- 

re 
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— 
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-- 

ra- 

ma 

R 

— 

R 

— 

G 

G 

R 

G 

S 

— 

_ 


kr- 

s- 

na 

— 

ha- 

re 

ha- 


re 
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— 

ma 

— 

ha- 

re 

ha- 

— 

re 

— 

__ 
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POSITION B3 


After having learned to play various selections in positions B1 and B2, we will now 
learn to play in the B3 position. The B3 position is useful for melodies which go even lower 
than those in the B2 position. 


The following diagram shows the keys played, along with the appropriate fingerings for 
the scale of the Bilaval thath in the B3 position. 



If you have stickers applied to the keys of your harmonium which designate the notes in 
the B2 position, you can now move them to the new locations. Because some of the melodies 
in the B3 position go rather low, apply stickers to the keys which go down to low Ga 

Practice the alankars in this new position. It will be difficult to sing the higher notes 
Do the best you can. 
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B3.1 Jay Raghu-nandana 


jay raghu-nandana jay siya ram 
jay siya ram jay jay sTya ram 


janakt-vallabha jay siya ram 
dasaralha-nandana jay siya ram 

TRANSLATION 

, _ . AH glories to Lord Ramacandra, the beloved son of the Raghu dynasty. All glories to 
Sri Sff STta Rama. 

_ Lo l d Ramacandra is the lover and beloved of the daughter of Janaka Maharaja, SrTmafT 
Sita Devi. All glories to Sn Sn STta Rama. Lord Rama is the beloved son of Maharaja 
Dasaratha. All glories to Sn Sn STta Rama. 

N B. The word siya in the above song is a Hindi form of the name "STta." 

Notes used: PNSRGMPD 
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B3. 2 Hare Krspa Maha-mantra 


hare krsna hare krsna krsna krsna hare hare 
hare rama hare rama rama rama hare hare 

N B When an asterisk (*) appears beneath a note, it means that the note is only played 
instrumentally and not sung. In this selection the respective notes played and sung 
previous to these exclusively instrumental notes should be sustained while these 
instrumental notes are played. 

Notes used : PDNSRQ PD 
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B3. 3 Sri Radhika-stava by Srila Rupa GosvamT 
(chorus) radhe jaya jaya madhava-dayite 

gokula-tarum-mandala-mahite 

(1) damodara-rati-vardhana-vese 

hari-niskuta-vrnda-vipinese 


N B For the remaining verses and the translations please consult a song book. 
Notes used: PDNSRRGMMPD 
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B3. 4 Sr. Srf Gurv-astaka (morning melody) by Snla Visvanatha CakravartT Thakura 

(1) samsara-davanala-lTdha-toka- 

tranaya karunya-ghanaghanatvam 
praptasya kalydna-gunarnavasya 
vande guroh srl-carandravindam 

(2) mahaprabhoh kfrlana-nrtya-gTia- 

vaditra-madyan-manaso rasena 

romanca-kampasru-taranga-bhajo 

vande guroh srT-caranaravindam 


N B ' 'J e remaini "8 ™ and the translations please consult a song book 

2. This morning melody" is i„ RSga PrM3 , r xhe word 

T d r aybreak ° r daWn ThC Sin8i " 8 ,ime fm ,his is 
X ™P r f har of n, « ht and the first prahar of day. Snla Prabhunada 
insisted that mangal-ara/T be sung using this melody. P 

Notes used. GMMPDNSRGMP 


Raga PrabhalT 
SthayT 


TTn la/ (J6 matras) 


p 

S 

N 

D 

- 

P 

- 

M 

P 

D 

P 

M 

• 

— 

G 

__ 

sam 

- sa- 

ra 

dd- 

- 

va 

-- 

na- 

la- 

IV- 

dha 

lo- 

-- 

*<7 

- 

S 

S 

S 

S 

R 

S 

N 

— 

P 

P 

D 

S 


S 


trd- 

na- 

ya 

ka- 

- 

ru- 

nya 

- 

gha- 

ra- 

gha- 

na- 

- 

tva- 

<7/W 

P 

S 

S 

\ s 

-- 

N 

S 

Ir 

— 

G 

R 

S 

N 

D 


pmp- 

- las- 

ya 

ka¬ 

al- 

yd- 

na 

&•- 

- 

nar- 

na 

P<7- 

<75- 

ya 

- 

D 

S 

G 

il 

- 

S 

- 

N 

N 

P 

D 

S 


S 


van- 

de 

gu- 

ro- 

oh 

srl 

-- ' 

ca- 

ra- 

na- 

ra 

»V- 

/»- 

da- 

am 


90 
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B3. 5 Srfla Prabhupada Pranati (morning melody) 

nama orn visnu-pdddya krsna-presthdya bhu-tale 
srTmati bhaktivedanta-svamin Hi namine 

names te sarasvate deve gaura-vam-pracarine 

nirvisesa-sunyavadi-pas'catya-des'a-tarine 

N B For the translations please consult a song book. 
Notes used: GMMPDNSRGMP 
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B3. 6 Panca-tattva Maha-mantra (morning melody) 

Qaya) sri-krsna-caitanya prabhu nityananda 
sn-advaila gadddhara srTvasadi-gaura-bhakta-vrnda 

Notes used: GMMPDNSRGMP 
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B3. 7 Hare Krsna Maha-mantra (morning melody) 

hare krjna hare krsna krsna krsna hare hare 
hare rama hare rama rama rama hare hare 


Notes used: GMMPDNSRGM 
SlhayT 

X 2 


N 

S 

N 

• 

D 

— 

P 

ha- — 

re 

— 

kr- 

s- 

na 

— 

P 

D 

S 

— 

R 

— 

krs- 

na 

*r- 

s- 

na 

- 

S 

S 

s 

N 

S 

— 

ha- 

re 

ra- 

- 

ma 

— 

D 

G 

R 

-- 

S 

— 

ra- 

ma 

ra- 


ma 


Tmtal (16 matras) 
0 3 


— 

M 

P 

D 

P 

M 

— 

G 

— 

ha- 

— 

re 

— 

*r- 

s- 

na 

S 

N 

— 

P 

D 

s 

— 

_ 

- 

ha- 

— 

re 

ha- 

re 

— 

— 

— 

R 

— 

G 

R 

1 S 

N 

D 

- 

ha- 

— 

re 

— 

ra- 

- 

ma 

— 

N 

-- 

P 

D 

S 

- 

— 

— 

ha- 

— 

re 

ha- 

re 

.. 

.. 


96 






An tar a l 
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POSITION VV7 


We will now learn to play in the W7 position. The following diagram shows the keys 
played, along with the appropriate fingerings, for the scale of the Bi/aval thath in the W7 
position. 



If you have stickers applied to the keys of your harmonium which designate the notes in 
the B3 position, you can now move them to the new locations. Because some of the melodies 
in the W7 position go rather high, apply stickers to the keys which go up to high Ga. 

Practice singing and playing the alankars in this new position. 


A SINGING EXERCISE 

The following is a singing exercise which covers a range of almost two octaves. You 
can adjust the position of Sa to a higher or lower position if necessary, in order to sing all of 
the notes. Practice singing this exercise at various speeds. The practicing of this exercise will 
improve your voice. 


Notes used: PDNSRGMPDNSRGM 


Based on Bilaval lhalh 
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W7. 2 Savarana-s'ri-gaura-pada-padme Prarthana by Srila Narottama dasa Thakura 

(1) srl-krsna-caitanya prabhu doya koro more 
loma bind ke doyalu jagat-samsare 

(3) ha ha prabhu nityananda, premananda sukhF 
krpabalokana koro ami boro duhkhi 

N.D. 1. For the remaining verses and the translations please consult a song book. 

2. Verses 1, 2, 4 and 6 may be sung to the sthayT melody; verses 3, 5 and 1 (when 
verse 1 is repeated at the end) may be sung to the antard melody. 

3. The Hare Krsna maha-mantra may also be sung to these melodies. 

Notesuesd: SRGMPDNNSRG 

Raga Mis'ra KaJT TTntal (16 matras) 
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W7. 3 SrT Nama-kTrtana by Snla Bhaktivinoda Thakura 

(1) yasomatf-nandana , braja-baro-ndgara, gokula-rahjana kana 

gopT-parana-dhana, madana-manohara, kaliya-damana-vidhana 

a mala harindm amiya-vilasd 

vipina-purandara, navTna nagara-bora, bam'sT-badana suvasa 

braja-jana-palana, asura-kula-nas'ana, nanda-godhana-rakhowdla 
govinda mddhava, ncn’anTta-taskara, sundara nanda-gopala 

(4) jamuna-lata-cara, gopT-basana-hara, rdsa-rasika, krpamoya 
srt-radha-vallabha, brndabana-nafabara, bhakativinod-as'raya 

N.B 1. For the translation of this song please consult a song book 

2. The second line of verse 4 may be sung in two different ways as shown. 

Notes used: SRGMPDNNSRG 


( 2 ) 

(3) 


Keherwa lal (8 rnatras) 


X 


O 


X 


0 



[S] 

s 

S 

S 

S 

S 

S 

S 

N 

R 

S 

R 

N 

£N 

) D 

P 

1 . 

ya- 

so- 

ma- 

(T 

na- 

an- 

da- 

na 

bra- 

J a 

ba- 

ro 

na- 

_ 

ga- 

ra 

2. 


vi- 

pi- 

na 

pu- 

ran- 

da- 

ra 

na- 

VI- 

na 

na- 

ga- 

ra 

ba- 

ra 

4. 


jd- 

mu- 

na 

ta- 

fa- 

ca- 

ra 

go- 

— 

P> 

ba- 

sa- 

na 

ha- 

ra 


— 

P 

D 

P 

R 

G 

P 

M 

G - 

R 

- 

S - 

— 

— 

1 -- 

go- 

ku- 

la 

ra- 

an- 

Je¬ 

na 

ka- — 

— 

— 

na 

— 

— 

2. -- 

baih- 

sf 

ba¬ 

da- 

— 

na 

sti¬ 

vd- — 


— 

sa 

-- 

— 

4 -- 

ra- 

sa 

rn- 

si- 

ka 

kr- 

pe- 

mo- — 

- 

- 

ya - 

— 

— 
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o 


X 


o 
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M 

M 

M 

R 

G 

1 . 

go- - 

pr 

po¬ 

rd- 

na 

dha- 

3. 

bra- jo¬ 

ja- 

rn 
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— 

la- 

4. 

in- - 

ra- 

dha 
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al- 

la- 


- 

N 

N 

N 

S N 

D 

1 . " 

ka- 

//- 

ya 

da- ma- 

na 

3. -- 
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da 

go- 

dha- na 

ra- 

4. -- 

bha- 

ka- 

ti 

vi- 

no- 


X 



0 



. 


• 


. 


G 

G 

G 

G 

[G] 

G 

2. a- 
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la 

ha- 

ri 

na- 

3. go- 

vin- 

da 

ma 

— 

dha- 

4, . . 577 - 

ra- 

dha 

va- 

al- 

la- 

— 

N N 

N 

S 

N 

D 

3. -- 

sun- da- 

ra 

na¬ 

an- 

da 

4. -- 

bha- ka- 

li 

vi- 

— 

no- 


M 

P 

[P] 

N 

N 

D 

[D] 

P 

P 

na 

ma- 

— 

da- 

na 

ma- 

no- 

ha- 

ra 

na- 

su- 

ra 

ku- 

la 

na- 

— 

sa- 

na 

bha 

brn- 

da- 

ba- 

na 

na- 

ta- 

ba- 

ra 

P 

D 

N 

S 

R 

S 

— 

— 

— 

VI- 

dha- 

__ 


_ 

na 

__ 



kho- 
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-- 

— 

-- 

la 

- 

— 

— 

da- 
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— 

- 

— 

ya 

-- 

— 

— 



X 




0 
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R 

R 
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S 

’r 

G 

R 

S 

dm 

a- 

mi- 

ya 
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_ 

_ 
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ya 

-- 

— 
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\V7. 4 Hare Krsna Maha-mantra 


hare krjna hare krsna krsna krsna hare hare 
hare rama hare rama rama ram a hare hare 

Notes used: SRQMPNNSRQM 


N.B, 1 


a note or notes are given in square brackets such as these [ ], then it/they may be 
place Y SUn8 f ,t/,hCy 3re n0t SU " 8 ’ ,hen ,he P recedin 8 no 'e is sung in its/their 
2. This selection is in the Bengali folk style. 


SlhayT 


Tintal (16 matras) 


s 

N 

R 

c 







o 

P 

N 

P 

M - 

G' 

ha- — 
ha- — 

re 

krs- 

na 

ha- — 

re 

krs -1 

na 


re 

ra- 

ma 

ha- — 

re 

ra- J 
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s 

G 

M 

P 

— 

- 

G 

[M] R 

G 

S 

— 

_ 

__ 

''•t 

1 

1 

na 

krs- 

na 

~ 

.. 

ha- 

re 

ha- 

re 




ra- 

ma 

ra- 

ma — 

— 

-- 

ha- 

re 

ha- 

re 

_ 




Anlara 1 


M - 

M 

M 

M 

— 
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- 

P 

N 

P 

‘M - 

~g' - 

ha- — 
ha- — 

re 

re 

krs- 

ra- 

na 

ma 
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- 
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re 

re 
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ra- 
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ma — 
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- 

M 

P 

N 

N 

S 

G 
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S 
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- 
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na 
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na 

ha- 

re 

ha- — 

re 




.. 
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ma 
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ma 
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re 
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Antara 2 
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2 
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Appendix A 

I he Tuning of the Harmonium 

It may be noticed that Indian harmoniums are generally not tuned to the same 
pitch as Western keyboards and other Western instruments. In the Western system of 
music A-440 is considered the standard concert pitch, 440 referring to hertz (Hz) or 
the number of cycles of vibration per second This can be determined with the use of 
a tuning fork The tuning fork was invented in England by John Shore in 1711. Pitch 
standards, in fact, were quite ambiguous in the sixteenth and seventeenth centuries in 
Europe, with concert A vacillating anywhere from about 373Hz to about 567Hz. 
Handel had one of Shore's original tuning forks which was tuned to A-422.5; Mozart 
tuned his pianos to about A-422. In Bach's day a concert A could often be tuned as 
low as 415, which would sound like A flat to the contemporary ear used to concert A 

at 440. (See Appendix B for an explanation of the terms "A" and "Aflat.") So from 

this we can understand that it is not very important if Indian harmoniums are not in 
tune with Western keyboards etc. 

The important thing is that a harmonium should be well tuned in itself . The 
tuning of the harmonium is done by filing the brass reeds. By filing the upper part of 
the free end of a reed tongue, the pitch is raised; and by filing the fixed lower end of 
the tongue the pitch is lowered. 

I he harmonium is tuned according to equal-tempered tuning Equal-tempered 
tuning is the contemporary Western way of fixing successive pitches at 
mathematically regular distances. When spaced in this fashion, tones are not always 
precisely in tune with the natural harmonic overtone series though. 

1 he predecessor of tempered tuning is lust tuning , where scale tones are 
adjusted to these mathematical "irregularities" and are more in accord with the 
overtone series 1 l,e traditional Indian classical instruments such as the silar, vTna, 
sarangT, baboo flute etc. are tuned according to just tuning and are most suitable for 
playing ragas. I hough just tuning is theoretically the more perfect system because it 
produces the more consonanant and natural harmonic intervals, it has a disadvantage 
in that an instrument so tuned can be played well only in the one key (position) to 
which it is tuned The mathematics of just tuning are such that the perfect harmonic 
relationships established do not apply to a different key, and if other keys are 
attempted the sound will be very out of tune 
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Appendix B 

The Names of the Harmonium Keys 
According to the Western System 



# is read as "sharp" which means raised a half step in pitch. 
t> is read as "flat" which means lowered a half step in pitch. 


1 08 
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Appendix C 

The Twelve Positions of Sa 


In this course the term "position" refers to the position of Sa, the starting note of the 

S “ ™ y be ° n any of t! « twelve notes of the octave, consisting of seven white keys and 

wither yS , ' aBramS 0f lhc suddh (ma j° r) scale in cach of 'hcsc five positions along 
with the respective fingerings are given below. On the diagrams T means thumb and I 2 

and 3 mean the first, second and third fingers respectively. Also Sa, Re. Ga, Ma Pa Dha 
and Ni have been shortened to S, R, G, M, P, D and N. A dot above the ‘S’ indicating Sa 
denotes the Sa in the high register or high Sa. 8 
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Appendix D 
The Vocal Ranges 


Assuming that the compass of the average voice is two 
the six commonly recognized voices are as follows: 


octaves, the ranges of 



Generally the lower three voices are associated with men and the higher three 

aSS ° Ciated , Wi j h WOmen Natural| y these double octaves are no more than a 
rough and ready guide, for singers come in all shapes and sizes. As a rule the range 
of good voices ,s considerably wider than that of poor ones, but by no means 
invariably. 

Most voices, especially untrained ones, fall into the intermediate ranges 

and mezzo-soprano, the extremes being more rare. The songs in this’course 
have been set for the baritone and mezzo-soprano voices, the latter being 
approximately one octave higher than the former. If your vocal range is higher or 

thiTregard P ° Siti ° n if necessary ' Please consult Appendix C in 


» 
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Appendix E 
A Description of Raga 

gislilssis 

SSSSSSSpSHS' 

ss?P=;s?“ 

“* in accordance with gZn‘„g ^ 

,hn,h L ! ,Cn P k arent SCa ', eS ° r !hd, - hs have been described on page 18 Whereas a 

lower .erZhZs'“e^^MSaReG: ST? " MeS - "" ^ “ d 
"first limh " an h P '^ 3 ^ 3 ) ls known as the purvanva or 

Dha TL thlnext hX's-T " " h |? her ' imb " ^ t3i "^» 

S=5r.=-tf:»*r 

S ."=lS= = £ S; .-~™ ;s . sr . 

these are Piiriya and Man* tZ% ° Wn 35 ^ av and exam P'« of 

known as au/av , S , ' VC 00,6 rB * <w such as BhupalFznd Malkauns are 

£:«~;esss£S 

nore. There areiceZnZrSTh^J*''' m,>re “ V “ ” leSS ,h "" fi ™ 
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™'r,r' h : ^ - < Ma > - •***<>., mty not be 

predominant note, known"*thi'iar'Th^the noteThT b "Y '“h h “ ™' 

for setting the mood of the entire raga. ^ ° f ‘ hc m ° St im P ortan ‘ elements 

correspond to eac^o^riZf t'herVi^a c° te,rach . 0 . rds of a scaIe refle ct or 
second in importance in the raea anTiJt COr . re *P ond . in 8 n °te to the vadTthat is 
other tetrachord. The Z ftH * wifhi " the 

vadT, strengthens the expression of th* -J- , T of a fourth or fifth from the 
of notes." The other n^e, ifa p^i cu l^ " prime "inister 

are called anuvadT, or the "minister notes " All th/ 1/™*" the Vadr * nA s ^vadr— 
are called v/v^f ("enemies," or dissonant notes)^andfiT " 0teS 0U,S ' de 3 8 ' Ven SCale 
raga to which they do not belone Th* ?,? they may not be P>ayed in a 
notes. Very rare,* — »P"«>H- 

dissonance. D used in a ra 8 a for a special effect of 

connected toVcertaln^meof day'^ TseasTof thl^ “ Ch '* ^ C '° Sely 
associated with SrfSrTRaHhQ k- ^' * ason of the year. Various ragas are 

times of the day which are described bv^SrTla^Rh^r^ °a pastimes durin g the eight 
Dharma. Each segment ofthe davt aJl ,“I^ ak, ' vlnoda Thakura in his Jaiva 
Theoretically, for a rdga tl* desl h*fh V r W ' th , 3 deflnite sen ‘i™ent. 
effect, it should be sung or played inthe elrh^" 8 ° f ear ' y even,n 8 l ° have its fullest 
authors sometimes differ though concerning ^nm" 8 The 0p,nions of vari <>us 
ragas. 8 ' mng the P ro Per singing times for the different 

-individ 0 u n a. ,h cL^ct3i c P s a8eS " 3 liS ‘ ° f SOme ° f ‘ he im P°"ant and their 
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A Description of the Characteristics 


r 


K 


N.B. 1 In the column under the heading "Komal-Tivra." the meaning of the word "both" in 
front of the name of a note in plural form, indicates that both the svddh and vikrt forms of that 
note arc used. 


No. Raga Name 

Thath 

Jau 

Vadt 

Samvadi 

Komal-Tivra 

1 

Adana 

Asavan 

Sadav 

• • 

S 

P 

G D, both N's 

2 

Alhaiya Bilaval 

Bilaval 

Sadav-sampurna 

D 

G 

At some places N 

3 

Asavan 

Asavan 

Audav-sampuma 

D 

G 

GDN 

4 

Bagesrf 

KafT 

Audav-sampuma 

M 

S 

GN 

5 

Bahar 

KafT 

Sadav 

M 

S 

G, both N’s 

6 

Baiigal Bhairav 

Bhairav 

Sadav 

D 

R 

RD 

7 

Basant 

PurvT 

Sadav-sampurna 

S 

M 

R D, both M’s 

8 

Bhairav 

Bhairav 

Sampurna 

D 

R 

ED 

9 

BhairavT 

Bhairavi 

Sampurna 

M 

S 

RGDN 

10 

BhTmpalasT 

Kafi 

Audav-sampurna 

M 

S 

N G 

11 

BhupalT 

Kalyan 

Audav 

G 

D 

— 

12 

Bihag 

Bilaval 

Audav-sampurna 

G 

N 

- 

13 

Bilaval 

Bilaval 

Sampurna 

D 

G 

- 

14 

Bmdavam Sarang KafT 

Audav 

R 

P 

Both N's 

15 

Chayanat 

Kalyan 

Sampurna 

P 

R 

Both M’s 

16 

DarbarTKanhara 

Asavarf 

Sampurna-sadav 

R 

P 

gdn 

17 

Des 

Khamaj ' 

Sampurna 

R 

P 

Both N's 

18 

Durga (Bilaval) 

Bilaval 

Auda\- 

M 

S 

-- 

19 

Gara 

Khamaj 

Sampurna 

G 

N 

Both G's & N’s 
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of Some Prominent Ragas 


g?e„ 2 J^rr m e I ‘t hea H ng SWaraS " (pr0hibi,ed notes which arc 

given wiuun parentheses may be used occasionally. 


No. 

Vkijit Swara 

Aroha 

Avaroha 

Singing Time 

Aroha 

Avaroha 

1 

G 

D 

SRMP DN$ 

S DNPMP GM RS 

3rd prahar of night 

2 

M 

— 

SRGP DNS 

SNDP MGRS 

Early in the morning 

3 

GN 

- 

SRMPDS 

SND PMGRS 

2nd prahar of day 

4 

RP 

- 

S MG MDNS 

S NDMG MGRS 

Midnight 

5 

R 

• D 

S GM PGM NDNS 

S NPMP GM RS 

Midnight 

6 

N 

N 

SRGMPDS 

SD P M PGM RS 

Early in the morning 

7 

P 

-- 

SGMDRS 

RN DP MGMD MGRS 

Last prahar of night 

8 

— 

- 

SRGM PD NS 

SND PMG R S 

Early in the morning 

9 

— 

-- 

S RGM PD NS 

S NDP MG RS 

Early in the morning 

10 

RD 

-- 

NSGM P NS 

SNDPMGRS 

3rd prahar of day 

11 

MN 

MN 

SRGP DS 

S DP G R S 

1st prahar of night 

12 

RD 

-- 

SGMPNS 

S NDP MG RS 

2nd prahar of night 

13 

— 

- 

SRGM PDNS 

SNDP MG RS 

Early in the morning 

14 

GD 

GD 

NS R MP NS 

SNPMRS 

Midday 

15 

— 

— 

S R GMP ND S 

SNDP MPDP GMRS 

1st prahar of night 

16 

— 

D 

NS RG RS MP DNS 

S DNP MP G MRS 

Midnight 

17 

— 

— 

SRMPNS 

SNDP MG RGS 

2nd prahar of night 

18 

GN 

GN 

SRMPDS 

SDPMRS 

2nd prahar of night 

19 

— 

— 

SRGR GMPD NS 

SNDN PMGR GRS 

2nd prahar of day 
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No. Raga Name 

Thath 

Jaii 

Vadi 

Samvadi 

Komal—Tivra 

20 

Gauri(PurvI) 

Punf 

Audav-sampurna 

R 

P 

R D, both M's 

21 

Gaur Sarang 

Kalyan 

Sampurna 

G 

D 

Both M's 

22 

Gunkair 

Bilaval 

Sampurna 

S 

P 

.. 

23 

HamTr 

Kalyan 

Sampurna 

D 

G 

Both M's 

24 

Hansadhwani 

Bilaval 

Audav 

S 

P 


25 

Hindol 

Kalyan 

Audav 

D 

G 

r 

M 

26 

Jaijaivanti 

Kham3j 

Sampurna 

R 

P 

Both G's & N's 

27 

Jaunpun 

AsavarT 

Sadav-sampuma 

D 

G 

GND 

28 

JhinjhotT 

Khamaj 

Sampurna 

G 

N 

N 

29 

Jogiya 

Bhairav 

Audav-sadav 

M 

S 

RD 

30 

KafT 

Kaff 

Sampurna 

P 

S 

GN 

31 

Kalingara 

Bhairav 

Sampurna 

P 

s 

RD 

32 

Kamod 

Kalyan 

Sampurna 

P 

R 

Both M's 

33 

Khamaj 

Khamaj 

Sadav-sampurna 

G 

N 

Both N's 

34 

Kcdar 

Kalyan 

Audav-sampurna 

S 

M 

Both M's 

35 

Lalit 

Marwa 

Sadav 

M 

S 

R. both M's 

36 

Madhuvanlf 

Todr 

Audav-sampurna 

P 

S 

G M 

37 

Malkauns 

Bhairavi Audav 

M 

s 

GDN 

38 

Manva 

Manva 

Sadav 

R 

D 

R M 

39 

Mcgh Malhar 

KafT 

Audav 

S 

P 

Both N's 

40 

MultanF 

Todf 

Audav-sampurna 

P 

S 

RGD M 
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No. Varju Swaras Aroha 

Aroha Avaroha 

Avaroha 

Singing Time 

20 

GD 

" SRPM PNS 

SNDP M PGR MGRS Evening 

2] 


SGJIMG PfilDP NDS SDNP DtilPG MR PRS 2nd prahar of day 

22 


“ SRGMPDNS 

SNDPMGRS 

1st prahar of day 

23 


“ SRS GMD ND S 

SNDP MPDP GMRS 

1st prahar ofnighi 

24 

MD 

M D SRGPGRGPNS 

SNPGRS 

Isi prahar of night 

25 

RP 

Rp SGMDNDS 

S ND MG S 

1 st prahar of day 

26 


“ SR GMPNS 

SNDP DM RGRS 

2nd prahar of night 

27 

G 

" SRMPDNS 

S ND P MG RS 

2nd prahar of day 

28 


" SRGM PDNS 

SNDP MGRS 

2nd prahar of night 

29 

GN 

G SRMPDS 

sndpdmrs 

Early morning 

30 


“ SRG M P DNS 

SND }> MG RS 

Midnight 

31 


~ SRGM PDNS 

SNDP MG RS 

Last prahar of night 

32 


-- SRP MP DP NDS 

SND P MPDP GMRS 

1st prahar of night 

33 

R 

" SGMPDNS 

SNDPMGRS 

2nd prahar of night 

34 

35 

“If 

RG 

(G) SM MP DP ND S 

S ND P MP GMRS 

1st prahar of night 

P 

P NRGM MMG MD S 

RND MD MMG RS 

Last prahar of night 

3 (> 

•j -i 

R D 

-- NS GMP NS 

SND PMGRS 

3rd prahar of day 

37 

R P 

R P ^SGMDNS 

SND MGMG S 

3rd prahar of night 

38 

P 

P SR G MD ND S 

SND MGRS 

Last prahar of day 

39 

L) G 

D G S MR MP NNS 

SNP MR MNRS 

Rainy season 

40 

RD 

- NS GMP NS 

SNDP MG RS 

119 

Last prahar of day 
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No. Raga Name 


Thath 


Jati 


Vadi Samvadi Komal-Tivra 


41 

Paharf 

Bilaval 

Audav 

S 

P 

42 

Paraj 

PurvT 

Sampurna 

S 

P 

43 

PIlu 

KafT 

Sampurna 

G 

N 

44 

Puriya 

Marwa 

Sadav 

G 

N 

45 

PurvT 

PurvT 

Sampurna 

G 

N 

46 

PuryadhanasrT 

PurvT 

Sampurna 

P 

R 

47 

Ramkalf 

Bhairav 

Sampurna 

P 

S 

48 

/ 

Sankra 

Bilaval 

Audav -padav 

G - 

— N 

49 

* 

SivranjanT 

KafT 

Audav 

P 

S 

50 

SohanT 

Marwa 

Sadav 

D 

G 

51 

Sorath 

Khamaj 

Audav-sampuma 

R 

D 

52 

Srirag 

PurvT 

Audav-sampuma 

R 

P 

53 

Suddh Sarang 

Kaff 

Sadav 

R 

P 

54 

Syam Kalyan 

Kalyan 

Audav-sampuma 

S 

M 

55 

Tilak Kamod 

Khamaj 

Sadav-sampurna 

R 

P 

56 

Ton" 

Toff 

Sampurna 

D 

G 

57 

Vibhas (Marwa) 

Marwa 

Sampurna 

D 

G 

58 

Yaman 

Kalyan 

Sampurna 

G 

N 


R D, both M's 
Both G's, D's, N's 
Rfil 

R, D, both M's 
R,D til 

RD . both M's & N's 

G 

MR 
Both N’s 
RMD 

Both M's & N’s 
Both M's 

MRDG 

EM 

M 
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No. 

Varjit Swaras Aroha 

Aroha Avaroha 

Avaroha 

Singing Time 

41 

MN 

MN 

SRGPDS 

S D P GP GRS 

Anytime 

42 

- 

-- 

NSG MPDNS 

S NDP MP MG RS 

Last prahar of night 

43 

- 

- 

S RG MPDP NDPS 

NDPMG NS 

3rd prahar of day 

44 

P 

P 

NRSGMDNRS 

SN D MG RS 

Twilight 

45 

-- 

-- 

SR G MP D NS 

SNDP M G RS 

Last prahar of day 

46 

— 

— 

NR GMP DP NS 

R NDP fvlG MRGRS 

Evening 

47 

-- 


S G MP D NS 

SND PM PDNDPGMRS 

Early in the morning 

48 

RM 

M 

SGPNDS 

SNP ND GP GRS 

2nd prahar of night 

49 

MN 

MN 

SRGP D S 

S DP G R S 

Midnight 

50 

P(R) 

P 

SG MDNS 

SR SND MD MGRS 

Last prahar of night 

51 

GD 

- 

SR MPN S 

SR ND MPD MRNS 

2nd prahar of night 

52 

GD 

-- 

SRMP NS 

S ND P MGRS 

Evening 

53 

G 

G(D) 

SRMP MPNS 

SNPM PDPMRNS 

2nd prahar of day 

54 

D 

-- 

NS R MP DP NS 

SND MPMGR NS 

1st prahar of night 

55 

D 

- 

SRGS RMPD MP S 

SPDMG SRG SN 

2nd prahar of night 

56 

— 

- 

S R G MP D NS 

SNDP MGRS 

2nd prahar of day 

57 

-- 

- 

S RG MG PDNDS 

S ND MD MGRS 

Early in the morning 

58 

-- 

- 

SRG MP D NS 

SND P MG RS 

1st prahar of night 
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Appendix F 

Drones, Harmonies and Chords 


Drones 

One prominent feature of Indian music is the use of a drone, which sounds at least the 
ground-note Sa, throughout the whole performance. A secondary drone is also generally used. 
This is usually the fifth note (Pa), but it is sometimes the fourth note (Ma), especially when the 
fifth note (Pa) is prohibited ( varjil ) in a particular raga 

Notes other than the drones are perceived in terms of their relationship to the drones, 
having different degrees of smoothness or roughness (consonance or dissonance) in this 
relationship. When Sa is the only drone note, then Ma and Pa are the most consonant, with Ga 
and Dha next in consonance. Komal Re and Ni are the most dissonant in the series. When Sa 
and Pa are both drone notes then Ma and Ga are the most consonant, with komal Ni and Dha 
next in consonance. 7 Tvra Ma and komal Dha are the most dissonant. When Sa and Ma are 
both drone notes, then Dha and komal Ni are the most consonant, with Pa and Ga next in 
consonance. Komal Re and livra Ma are the most dissonant. 

The traditional means of sounding the drone notes is by the playing of the tambura. The 
sound of the tambura is very full, and rich with harmonic overtones. The disadvantages of the 
tambura are that it is somewhat difficult to quickly retune if changing to different keys 
(positions) and that an extra experienced musician is required to play it. 

An alternative means of sounding drones for the harmonium player is the use of the 
sru,is wh ' ctl are activated by pulling the appropriate knobs on the front of the harmonium. 
Sometimes the sruti drones are too loud. In this case one can try partially pulling them out. 

This may affect the pitch though. 

ci A tbifd alternative, which the author finds the most practical and effective, is the use of 

an electronic tambura. A range of electronic tamburas are manufactured by Raj Musicals, 147 
12th Cross, J. P. Nagar, II Phase, Bangalore - 560 078. The author uses the "Saarang" 
Automatic model. The advantages of this electronic tambura are that it is compact and 
portable, easily tuned to any pitch throughout the octave, and doesn't require a person to play 
it. It operates on 230v A C or 11 Ov KC Mains, or batteries A volume control and on/off 
switch is provided. Electronic tamburas are increasingly being used throughout India. They 
are available in music shops in the major cities of India or directly from the manufacturer in 
Bangalore. The company also exports. Incidentally, Raj Musicals also manufactures an 
electronic tabla called the "Taalmala" which the author also uses 


Harmonies and Chords 


A harmony is the simultaneous combination of musical tones which are pleasing to the 
ear. A chord is a combination of usually three or more musical tones sounded simultaneously. 
Harmony and chordal structure figure quite prominently in Western music From the 
preceeding description of drones we can understand that there are also harmonies and chords 
m Indian music with the constant drone or drones and the melody line all sounding 
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simultaneously, though the volume of the drones is less than that of the melody line. Generally 
in Western music there is no drone (although there are some exceptions, as with bagpipes). In 
Western music the simultaneous musical lines of melody and harmony generally all change in 
relationship with each other with no constant notes. 

In this book, with the exception of selection B3. 2, no harmonies or chords have been 
given. There are several reasons for this. The first is that the aim of this book is to present 
Vaisnava music according to the North Indian system which traditionally doesn’t use chords 
and harmonies,-at least in the Western sense. By learning this system of music, which has been 
used by our acaryas, we can understand and enter into the feeling of the ragas, which is the 
very basis of the music of the spiritual world. For many of the traditional melodies, chords and 
harmonies would simply get in the way and distract from their sublime beauty. Another reason 
for not including harmonies is that it is easier for the beginner to first become proficient in 
playing the melody line by itself. Actually, more important than the harmonium 
accompaniment is the human voice. The harmonium only shows us where the notes are and 
gives support to our singing. 

With that being said, the harmonium, being originally a Western instrument (Please see 
the preface), also lends itselfto the playing of harmonies and chords. Indeed, even its name is 
"harmonium " Sfila Prabhupada was not against Western music per se, especially if it was 
played tastefully and artistically. He liked the "Govindam” record produced by George 
Harrison so much that he instructed that it be played daily in all of his temples at the time of 
greeting the Deities. 

Many Indian musicians, although trained according to the North Indian system, also play 
chords and harmonies on the harmonium while accompanying themselves. Srila Prabhupada 
generally intermittently played the lower octaves and sometimes the lower fifths of the notes he 
played in his melody lines. As the student plays and practices more and more, he or she 
naturally learns to hear which notes sound harmonious together. After developing proficiency 
in playing melody lines, the student can be shown by more experienced harmonium players 
how to play harmonies and chords He or she should first learn fo play harmonies of two notes 
before learning how to play chords of three or more notes. As with most arts, proficiency 
develops with practice. 
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Glossary 

e““' i,era " y ’ or-embdlishn,™,.- A designation of a ty pe of musical 


aiUara - literally, "in the interior." An alternate melody, any melody except the first. 
anuvadT- in a raga, any of the notes other than the vadTand the samvadT. 
aroha — the ascending scale 

Bilaval - scale consisting only of suddh or natural notes; one of the ten thdths. The scalehas 
the same interval relationship as the Western major mode 

assis,ing sy “* w “ K,rr “ p °" d *°- 

desi sangTt - regional music that is nonclassicai, as folk music etc. 

dhaivat - the sixth scale step of the seven-tone scale in ascending order, abbreviated as Dha. 

dhrupad or dhruvapada (from dhruva, “defmate, fixed,” and pada “word”) -This 

around iho l of voca '< music developed from the singing of Sanskrit stanzas, prabhandas 
around the elcventh and twelfth centuries. It is a noble and grand style. Gaudiya Vaisnava 
Padavali kirlana is based on this style of music. . ya vaisnava 

flat - adj. 1 lowered a half step in pitch. 2. too low in pitch. - n. 3. the symbol t> used in 
Western musical notation indicating a half step lowering in pitch 

abbrev^ed^Ga. 0 ' ^ ™der, and 

seven 2Z 2-^7 '*"?* °[''T differen ‘iated according to the number of notes used - the 
even-note raga (sampurqa), the six-note raga (. sadav), and the five-note rdga (audav) There 
are also mixed" jalis that use any two jatis together, ' 

S*- 1 ™ ° fthe T rS ° f 3 kcyboard '"strument that when depressed sets in motion the 
? rt C an,Sm a system of notes definately related to and based on a particular note 
3. the keynote or tonic of a scale (sadja in Indian music) 

klianda — a "chamber" or division of a idl. 
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khyal - literally, “imagination,” or “creative thought.” It is currently the predominant style of 
Indian classical music and features rich, delicately ornamented phrases. The “Mayapur 
Shehnai” tape which is played daily in Mayapur is in the khyal style. On this tape the shehnai 
is played by Bismillah Khan. The morning raga is Bhairav and the evening raga is BhupalF 

komal - literally “soft, tender.” The vikrt or altered forms of the notes Re, Ga, Dha and Ni 
which are lowered a semitone from th esuddh form. 

madhya - middle 

madhyam name of the fourth scale step of the seven-tone scale in ascending order, 
abbreviated as Ma. Madhyama means “the middle” being the central of the seven notes. 

mandra — low. 
matra - a beat in a lal. 


mind (pronounced “meend”) — a gliding of the notes. 

modulation - harmonious movement from one key (q.v.) to a related key. 

nisad name of the seventh scale step of the seven-tone scale in ascending order 
abbreviated as Ni. 

octave {astaka in Sanskrit, meaning an “aggregate of eight”) — 1. a note seven degrees 
above or below another. 2. the interval between a note and its octave. 3. a series of notes 
filling this interval. 


pakad literally, “catch’; a short section of a particular raga that embodies its 
characteristics, recognizable features that distinguish one raga from another, sometimes 
called swarup. 

pancam — literally, ‘fifth,’ in Sanskrit, name of the fifth scale step of the seven-tone scale 
in ascending order, abbreviated as Pa. 

pitch 1 the degree of height or depth of a tone depending on the relative rapidity of the 
vibrations by which it is produced 2. the particular tonal standard with which given tones 
may be compared in respect to their relative level. 

position — in this course,the particular key among the seven white and five black keys of 
the harmonium octave upon which Sa is played. 

prahar — an approximately three hour period; a quarter of a day or a quarter of a night. 

pranayama control of the vital energy through certain breathing exercises. 

purvanga — literally, “first limb”, the lower group of notes in the scale — Sa Re Ga and 
Ma 
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mel0d ' C baS ' S ° f, " dim P * ease « Appendix E for a fu„ 


register - ,he compass or range of a voice or instrument 


abbreviate'd ar^o^R^The word Ca sabha*means e ‘‘bud’’ i 1 n Sanskru' 1 * aSCend ' n ® order> 


abbreviated asSa* U^the poinTof odeinof e h SeVe "‘ t0ne scale in sending order, 

? Q dja literally means “bom of six.” the reason forhsheT 00,65 ,he WOrd 

following verse. s ^ ein 8 so named is described in the 

ZZ k T h ~ m - Uras ralU jihv ™ dotafis ca samsprsan 
sadbhyah sanjayate yasmdt tasmal sadja Hi smrtah 


palate, the tongu 0 e e anyth 0 e d, teet d h by k^the" Y’ ^ n ° Se ’ the thr ° at ’ the chest > the 
regional languages it is often pronounced "° Wn 35 ^ " ,n the Ind ^ 


first £r°“ nCed “ SUm " ) - ,he m « -*—d bea, in a *. „ is usua „ y the 


the prime ministeroflbe^ng (the' Wirty** 3 ^ vSdr> SOmlimes compared to 


saptak - literally, "aggregate of seven", the seven notes Sa, Re, Ga, Ma, Pa, Dha, and Ni. 


ro " fo ™"6 strictly to the laws of music exponnded in 


scale - a succession of musical tones ascending or descending a, fixed intervals, 
semitone - a musical tone haifivay between two whole tones. 


in Western llicaTnotation'Sating a half s',°ep _ 3 ' h<! Symbo ' * u$ed 


there are twenty-two genemUy^etpli’ it! theTd™' 6 2 “ microtonal inlerval of which 
of course, be played on the h™“um r^f'” ° C ' aVe i"* .' we "*-' w ° *»«* cannot, 
arbitrary image of the Indian chrnmai - i ow,n 8 ls a pictorial and somewhat 
seven pure tones, the Lras ° f,Wenty - ,W0 intervals Within «h< : octave of 
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Relationship between the swaras and the srutis 


Swaras 

I — 1- - 

;sJ % 

Re 

1-— 

6u 6 - 6 , 

1-= _ i 

f~A~ fUc. |Pu ; Cw. 

1 

1- ! 

Mi m; ; 

Srutis 

i ' a. 3 *t 

5 


7 S «7 

-1-1---- 

J I 

IC " li. | IH I *5 lU 17 [p 1 

; 

ac a, 3.x ! 


sthayi literally “staying”; the first and generally basic melody of a musical selection 
suddh — literally “pure”; natural or unaltered, 
swar a note; a tone of definite pitch 
tal — one of the various rhythm cycles. 

.hTT- an important beat in a ml. It falls on the first beat of a khand and is shown by a 
tar — high 


tetrachord one of the two groups of four notes in a scale — 
Dha, Ni, Sa. 


Sa, Re, Ga, Ma and Pa, 


scafe tom w^hT"- d ' ike r E " 8 ' iSh ' rad “•O'")- one of the ten prima^ or parent 
from which the ragas evolve. See page 20 for a more complete desciption 

theka a rhythmic pattern expressed with bols. 


tTvra — literally, “intense, sharp.” 
a semitone from the suddh form. 


The vikrt or altered form of the note Ma which is raised 


Umb ” ThG u «~ -ale -Pa, Dha, N, 

vadi - the most important note in a rdga, sometimes compared to a king 
varjit swar — prohibited note. 

vikrt - altered. Applies to the altered forms of the five notes Re, Ga, Ma, Dha and Ni 
vivadr— any dissonant note usually not used in a rdga 
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"I am sure this book by Ramanujacharya Prabhu will help the 
aevotees of ISKCON get the much needed guidance for entering into the 
world of music. This book has beer specifically designed for the devotees 
of ISKCON. I air. confident that the de\otees will find this book very 
useful and a good help in understanding the basics of Indian music. 

"Ramanujacharya Prabhu has studied Indian classical music with 
dedicated enthusiasm and is undoubtedly the right person to write this 
book. 1 am sure that the devotees who are interested in learning music will 
be thankful to him." 

From the forward by His Holiness Bhakti Charu Swami 
ISKCON Guru, GBC and Minister of Culture 


* 

The purpose of this book is to teach devotees how to sing 
and play the harmonium according to what h.:s come to be 
known as the North Indian or 1 lindustani system of music. The 
idea in presenting this book is to use the mantras, prayers and 
devotional songs, and their melodies which are, for the most 
part, familiar to the members of ISKCON. In this way, the 
learning of the harmonium, singing and the art of music will be 
most relevant and useful. 








